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The	  articulation	  and	  publication	  of	  site	  responsive	  cultural	  curatorial	  programming	  models,	  
and	  their	  associate	  reporting	  matrices,	  are	  not	  made	  openly	  available	  for	  public	  enquiry	  and	  
examination.	  Through	  practice	  led	  research	  informed	  by	  a	  creative	  practitioner’s	  approach,	  
this	  thesis	  proposes	  an	  articulation	  and	  presentation	  of	  a	  curatorial	  programming	  model	  and	  
its	  associated	  reporting	  matrices	  as	  they	  relate	  to	  a	  non-­‐traditional	  exhibition	  site.	  
	  
Through	  a	  series	  of	  descriptive	  visual	  examples,	  the	  research	  illustrates	  a	  new	  digital	  
platform	  for	  the	  capture	  and	  analysis	  of,	  a	  previously	  difficult	  to	  capture,	  curatorial	  
programming	  model.	  The	  proposed	  model	  draws	  together	  a	  site-­‐responsive	  arts	  practitioner	  
turned	  curator’s	  expertise	  and	  experience,	  the	  theories	  and	  practices	  of	  reflective	  practice	  
and	  curatorial	  studies,	  and	  the	  underpinning	  tensions,	  structures	  and	  principles	  of	  the	  
Creative	  Industries	  Precinct	  (CIP)	  engagement	  program.	  The	  conceptualised	  platform	  
delineates	  and	  connects	  the	  curatorial	  and	  managerial	  aspects	  of	  programming,	  which	  are	  
essential	  to	  the	  development	  and	  delivery	  of	  non-­‐standard	  cultural	  engagement	  programs.	  
The	  proposed	  digital	  platform	  offers	  a	  collaborative,	  agile	  and	  integrated	  approach	  to	  
envisioning,	  delivering	  and	  demonstrating	  the	  activities	  of	  a	  site	  responsive	  cultural	  
program.	  It	  draws	  on	  performance	  indicators,	  offers	  facilities	  for	  archival	  material,	  and	  
enables	  engaging,	  intuitive	  data	  presentation	  of	  information	  pertinent	  to	  the	  curatorial	  and	  
managerial	  agendas	  of	  cultural	  programming	  emerging	  from	  the	  nexus	  of	  art,	  technology,	  
design	  and	  science.	  
	  
Through	  production	  of	  a	  suggested	  programming	  model	  and	  an	  accompanying	  theoretical	  
framework,	  Curating	  in	  Uncharted	  Territories	  examines	  one	  curatorial	  response	  to	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In	  this	  thesis,	  the	  term	  Digital/New	  Media	  attempts	  to	  capture	  a	  broad	  field	  of	  practice	  that	  
includes	  but	  is	  not	  exclusive	  to	  computer	  art,	  multimedia	  art,	  media	  art	  and	  new	  media	  art	  
(Paul,	  2008b,	  pp.	  2–4),	  code	  and	  internet	  art,	  robotics	  and	  technology	  integrated	  art.	  
Christiane	  Paul	  recently	  used	  the	  term	  within	  the	  definitions	  and	  taxonomies	  and	  presented	  
the	  term	  in	  the	  following	  manner:	  Digital/New	  Media	  =	  Art	  +	  Technology	  (Paul,	  2014)	  
	  
SITE-­‐RESPONSIVE	  ART:	  
Creating	  work	  that	  is	  in	  and	  of	  the	  site,	  actuated	  through	  a	  process	  of	  research	  and	  
reflection	  that	  draws	  upon	  the	  historical	  and	  current,	  social,	  environmental	  and	  architectural	  
(manmade)	  elements	  of	  the	  site.	  Work	  developed	  in	  this	  manner	  generates	  an	  interchange	  
between	  audience,	  artwork	  and	  site	  that	  grounds	  the	  engagement	  and	  experience	  within	  
the	  context	  of	  the	  space.	  
	  
SITE-­‐RESPONSIVE	  PROGRAMMING:	  
Within	  the	  curatorial	  paradigm,	  this	  is	  translated	  into	  program	  design	  that	  is	  in	  and	  of	  the	  
site.	  Such	  a	  program	  is	  invested	  in	  seeking	  out	  and	  responding	  to	  the	  social,	  physical	  and	  
environmental	  discourse	  of	  the	  location,	  both	  past	  and	  present.	  
	  
NON-­‐TRADITIONAL	  EXHIBITION	  SITE:	  
It	  is	  easier	  to	  define	  the	  traditional	  art	  exhibition	  site	  and	  therefore	  by	  default	  allow	  (for	  the	  
purpose	  of	  this	  thesis)	  other	  display	  circumstances	  to	  be	  non-­‐traditional.	  In	  this	  thesis,	  the	  
traditional	  is	  an	  art	  gallery	  or	  museum	  that	  partakes	  in	  a	  number	  of	  rituals	  and	  systems	  that	  
identify	  it	  as	  such.	  These	  include	  but	  not	  exclusively:	  the	  presence	  of	  curators	  on	  staff	  and	  
invigilators	  in	  the	  galleries,	  the	  delivery	  of	  an	  ongoing	  program	  of	  art	  display	  with	  the	  gallery	  
only	  being	  shut	  for	  extended	  periods	  (partially	  or	  entirely)	  during	  installation/de-­‐install	  and	  
generally	  open	  on	  the	  weekends	  and	  closed,	  if	  at	  all,	  earlier	  in	  the	  working	  week.	  These	  sites	  
generally	  have	  free-­‐of-­‐charge	  entry	  points,	  (at	  least	  for	  certain	  areas)	  and	  recognisable	  
gallery	  interiors	  such	  as	  clinical	  modernist	  white	  or	  classical	  hanging	  spaces.	  Unless	  under	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special	  circumstances,	  the	  artwork	  will	  be	  hung	  in	  a	  formal	  and	  standardised	  manner	  and	  
there	  will	  be	  labels	  and	  curatorial	  statements.	  The	  majority	  of	  traditional	  sites	  have	  
collections	  that	  they	  care	  for	  and	  display	  along	  with	  other	  (touring)	  shows	  generated	  by	  
reputable	  and	  recognised	  art	  museums	  and	  touring	  exhibition	  organisations	  and	  services.	  
Non-­‐traditional	  sites	  do	  not	  comply	  with	  these	  basic	  tenants.	  It	  may	  be	  that	  they	  pop-­‐up	  as	  
temporary	  non-­‐gallery	  spaces,	  or	  if	  in	  a	  fixed	  site,	  they	  are	  multi-­‐use	  spaces	  (thus	  they	  do	  
not	  have	  an	  on-­‐going	  art	  display	  program).	  They	  may	  not	  have	  curators	  on	  staff	  and	  they	  
generally	  do	  not	  have	  collections	  that	  they	  care	  for	  and	  display.	  The	  manner	  in	  which	  the	  
work	  is	  shown	  may	  be	  out-­‐of-­‐step	  with	  the	  traditional	  and	  standardised	  norms	  of	  art	  display.	  
	  
CURATORIAL	  PROGRAMMING	  MODEL	  
For	  the	  purpose	  of	  this	  thesis	  the	  term	  Curatorial	  Programming	  Model	  refers	  to	  the	  creation	  
of	  a	  considered	  and	  intentionally	  combined	  (curated)	  range	  of	  display	  and	  discovery	  
activities	  (program	  of	  events)	  that	  when	  distilled	  to	  their	  essence	  form	  a	  structure	  (model)	  
by	  which	  the	  performance	  indicators	  of	  the	  location	  are	  delivered.	  
	  
NEW	  INSTITUTIONALISM	  
New	  Institutionalism	  is	  a	  theory	  of	  practice	  that	  enables	  an	  active	  and	  engagement	  centric	  
curatorial	  model	  of	  programming.	  This	  theoretical	  dialogue	  recognises	  the	  transition	  to	  and	  
relevance	  of	  artwork	  that	  employs	  a	  participatory	  relationship	  towards	  the	  audience,	  rather	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1	   Image	  of	  person	  and	  compass.	  Retrieved	  on	  13	  August	  2014	  from	  Presentermedia	  
http://www.presentermedia.com/index.php?target=closeup&id=5613&categoryid=139&main
cat=clipart.	  	  
1.1.	   Bandstand,	  1990,	  line,	  Piezo	  pickups,	  12v	  PA	  System,	  installation	  shot	  -­‐	  installing	  Bandstand.	  
1.2.	   Bandstand,	  1990,	  line,	  Piezo	  pickups,	  12v	  PA	  System,	  installation	  shot.	  
1.3.	   PoP,	  2004,	  installation	  shot	  –	  inside	  gallery.	  
1.4.	   PoP,	  2004,	  installation	  shot	  –	  outside	  gallery.	  
1.5.	   PoP,	  2004,	  installation	  shot	  –	  post	  opening	  event.	  
1.6.	   Drift,	  2006–07,	  installation	  shot.	  
1.7.	   Drift,	  2006–07,	  installation	  shot.	  
1.8.	   Drift,	  2006–07,	  installation	  shot.	  
2.1.	   A	  new	  visualised	  model	  of	  reflective	  practice	  for	  creative	  practitioners.	  Adapted	  from	  ‘Stepping	  
Outside	  the	  Circle:	  A	  Reflective	  Practice	  Framework	  for	  Creative	  Facilitators’	  by	  A.	  Moffatt,	  
2014.	  
2.2.	   The	  Pugh	  Matrix	  layout	  with	  CIP	  primary	  and	  sub	  KPI	  criteria	  categories.	  
2.3.	   Visual	  representation	  of	  the	  context	  review	  criteria,	  for	  identifying	  similar	  site	  to	  CIP.	  
4.1.	   Floor	  plan	  map	  of	  The	  Block.	  
4.2.	   Corporate	  function	  –	  Images	  courtesy	  QUT	  Precincts.	  
4.3.	   Green	  screen	  Film	  &	  TV	  production	  –	  Images	  courtesy	  QUT	  Precincts.	  
4.4.	   Fashion	  Show	  catwalk	  event	  –	  Images	  courtesy	  QUT	  Precincts.	  
4.5.	   Shape	  of	  Things	  to	  Come,	  2010	  exhibition	  shots	  –	  Images	  courtesy	  QUT	  Precincts.	  
4.6.	   Shape	  of	  Things	  to	  Come,	  2010	  exhibition	  shots	  –	  Images	  courtesy	  QUT	  Precincts.	  
4.7.a	   Shape	  of	  Things	  to	  Come,	  2010	  exhibition	  shots	  –	  Images	  courtesy	  QUT	  Precincts.	  
4.7.b.	   Self-­‐Identity,	  2010,	  installation	  shots,	  images	  courtesy	  QUT	  Precincts	  and	  KGSC.	  
4.7.c.	   Self-­‐Identity,	  2010,	  installation	  shots,	  images	  courtesy	  QUT	  Precincts	  and	  KGSC.	  
4.8.	   Intimate	  Transactions	  exhibition	  (ACMI	  Archive	  Web	  page).	  
4.9.	   Intimate	  Transactions	  exhibition	  (CIP	  Website).	  
4.10.	   Mike	  Stubbs,	  Fuel,	  2005.	  (CIP	  Billboard	  Archive).	  
4.11.	   FashionTalks@QUT	  logo	  2007–08	  
4.12.	   Game	  On	  logo	  2007–08	  
CURATING	  IN	  UNCHARTERED	  TERRITORIES	   	   	   LUBI	  THOMAS	  	  
	   X	  
4.13.	   CIP	  Summary	  Report	  2011	  excerpt	  –	  Appendix	  4.1	  
4.14.	   CIP	  2009	  public	  programs	  and	  exhibitions	  report	  excerpt	  –	  Appendix	  4.2	  
4.15.	   Flow	  chart	  of	  Virtual	  Macbeth	  programming	  –	  demonstrating	  audiences	  development	  running	  
in	  and	  out	  of	  project.	  
4.16.	   2010	  exhibitions	  check	  sheet.	  
4.17.	   2012	  exhibitions	  check	  sheet.	  
4.18.	   2013	  2-­‐page	  exhibitions	  check	  sheet.	  
5.1.	   Visual	  representation	  of	  the	  digital	  platform	  structure	  overview.	  
5.2.	   The	  Pugh	  Matrix	  layout.	  
5.3.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  2010–2013	  CIP	  program.	  
5.4.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  highlighted	  network	  of	  activities	  
that	  launched	  the	  KGSC	  –	  QACI	  program.	  
5.5.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  top-­‐level	  representation	  of	  a	  
site-­‐responsive,	  engagement	  centric	  networked	  structured	  model	  
5.6.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  base-­‐level	  (streams	  level)	  of	  the	  
programming	  model.	  
5.7.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  highlighted	  exhibition	  stream	  the	  
KGSC	  –	  QACI	  program.	  
5.8.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  highlighted	  IDAP	  network,	  situated	  
in	  the	  overall	  2010–2013	  program.	  
5.9.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  IDAP	  primary	  network	  isolated	  from	  
the	  broader	  2010–2013	  program.	  
5.10.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  IDAP	  primary	  and	  secondary	  
networks,	  isolated	  from	  the	  2010–2013	  program.	  
5.11.	   Visual	  representation	  of	  the	  pop-­‐up	  curatorial	  statement	  window.	  
5.12.	   Visual	  representation	  of	  the	  IDAP	  primary	  network	  with	  pop-­‐up	  criteria	  based	  data	  sheets	  
presentation.	  
5.13.	   Indication	  of	  the	  data	  sheet	  to	  be	  magnified.	  
5.14.	   Magnified	  data	  sheet	  as	  indicated	  in	  Figure	  5.13.	  
5.15.	   Archival	  material	  situated	  on	  the	  DavisThomas	  Website,	  retrieved	  from	  
http://davisthomas.com.au/works/idaprojects/idaprojects-­‐joy-­‐loss-­‐2011.	  
5.16.	   Archival	  material	  situated	  on	  the	  CIP	  website,	  retrieved	  from	  
http://www.ciprecinct.qut.edu.au/archive/details.jsp?news-­‐event-­‐id=37102	  
5.17.	   Performance	  shot,	  courtesy	  the	  artist	  and	  QUT	  Precincts	  (photograph	  by	  Keith	  Novack),	  
retrieved	  from	  http://www.ciprecinct.qut.edu.au/archive/2011/loss.jsp.	  
CURATING	  IN	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   LUBI	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   XI	  
5.18.	   Performance	  shot,	  courtesy	  the	  artist	  and	  QUT	  Precincts	  (photograph	  by	  Keith	  Novack),	  
retrieved	  from	  http://www.ciprecinct.qut.edu.au/archive/2011/loss.jsp.	  
5.19.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  IDAP	  network	  events	  linked	  to	  
relevant	  data	  sheets	  and	  overall	  summary	  sheets.	  
5.20.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  IDAP	  Primary	  Network	  2010–2013	  
program	  
5.21.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  IDAP	  Network	  2010–2013	  Primary	  
Value	  Proposition	  data.	  
5.22.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  IDAP	  Network	  2010–2013	  Target	  
Discipline	  areas	  data.	  
5.23.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  overall	  summary	  data	  for	  IDAP	  
Primary	  Network	  2010–2013.	  
5.24.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  highlighted	  Animation	  network	  
situated	  in	  the	  2010–2013	  CIP	  Program.	  
5.25.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  Animation	  network	  isolated	  from	  
the	  overall	  2010–2013	  CIP	  Program.	  
5.26.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  Animation	  network	  events	  linked	  to	  
relevant	  data	  sheets	  and	  overall	  summary	  sheets.	  
5.27.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  event	  data	  sheet	  –	  indicating	  this	  
sheet	  will	  be	  magnified	  in	  the	  Figure	  5.28.	  
5.28.	   The	  magnified	  data	  sheet	  for	  Mondo	  Motion,	  retrieved	  from:	  
http://datavis.davisthomas.com.au/projects.php.	  
5.29.	   Archive	  material	  relating	  to	  Mondo	  Motion,	  retrieved	  from:	  
http://davisthomas.com.au/works/access-­‐learning/mondo-­‐motion-­‐2013.	  
5.30.	   Iain	  Andersen,	  Twelve	  Fives,	  2010,	  installation	  shot,	  courtesy	  the	  artist	  and	  QUT	  Precincts	  
(photographer	  Keith	  Novack).	  
5.31.	   Gary	  Wilis,	  Play	  For	  You,	  1979,	  Installation	  shot	  from	  Video	  Void	  –	  Australian	  Video	  Art	  1970s	  –	  
1980s,	  courtesy	  the	  artist	  and	  QUT	  Precincts	  (photographer	  Keith	  Novack).	  
5.32.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  highlighted	  Parer	  Place	  Projects	  
Network	  Program	  situated	  in	  the	  2010–2013	  CIP	  Program.	  
5.33.	   Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  highlighted	  Parer	  Place	  Projects	  
Network	  Program	  isolated	  from	  the	  overall	  2010–2013	  CIP	  program.	  
5.34.	   Data	  sheet	  for	  Open	  Sourced	  –	  Openly	  Sourced,	  retrieved	  from:	  
http://datavis.davisthomas.com.au/projects.php.	  
5.35.	   Data	  sheet	  for	  KGSC,	  retrieved	  from:	  http://datavis.davisthomas.com.au/projects.php.	  
5.36.	   Data	  sheet	  for	  Points	  of	  View,	  retrieved	  from:	  http://datavis.davisthomas.com.au/projects.php.	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5.37.	   Data	  sheet	  for	  dLux,	  Digital	  Women,	  retrieved	  from:	  
http://datavis.davisthomas.com.au/projects.php.	  
5.38.	   Criteria	  and	  area	  performance	  across	  years,	  retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php.	  
5.39.	   Data	  sheet	  Audience	  Types	  summary	  overview	  2010,	  retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php.	  
5.40.	   Data	  sheet	  Audience	  Types	  summary	  overview	  2011,	  retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php.	  
5.41.	   Data	  sheet	  Audience	  Types	  summary	  overview	  2012,	  retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php.	  
5.42.	   Data	  sheet	  Audience	  Types	  summary	  overview	  2013,	  retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php.	  
5.43.	   Data	  sheet	  Exhibitions	  –	  The	  Block	  summary	  overview	  2010,	  retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php	  
5.44.	   Data	  sheet	  Parer	  Place	  Projects	  summary	  overview	  2013,	  retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php.	  
5.45.	   Data	  sheet	  Public	  &	  Education	  Programs	  summary	  overview	  2011,	  retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php.	  
5.46.	   Data	  sheet	  Exhibitions	  –	  other	  locations	  summary	  overview	  2010,	  retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php.	  
5.47.	   Close	  up	  of	  pie	  chart	  representing	  Data	  Sheet	  Exhibitions	  –	  The	  Block	  summary	  overview	  2010,	  
retrieved	  from:	  http://datavis.davisthomas.com.au/index.php	  
5.48.	   Close	  up	  of	  pie	  chart	  representing	  Data	  Sheet	  Public	  &	  Education	  Programs	  summary	  overview	  
2012,	  retrieved	  from:	  http://datavis.davisthomas.com.au/index.php.	  
5.49.	   Graphical	  presentation	  of	  the	  2010–2013	  CIP	  Program,	  retrieved	  from	  
http://datavis.davisthomas.com.au/projects.php	  
5.50.	   Graphical	  presentation	  of	  the	  2010–2013	  Exhibitions	  stream,	  retrieved	  from	  
http://datavis.davisthomas.com.au/projects.php	  
5.51.	   Graphical	  presentation	  of	  the	  2010	  CIP	  Program,	  retrieved	  from	  
http://datavis.davisthomas.com.au/projects.php	  
5.52.	   Graphical	  presentation	  of	  the	  2013	  CIP	  Program,	  retrieved	  from	  
http://datavis.davisthomas.com.au/projects.php	  
5.53.	   Graphical	  presentation	  of	  the	  2013	  Parer	  Place	  Projects	  Stream,	  retrieved	  from	  
http://datavis.davisthomas.com.au/projects.php	  
5.54.	   Graphical	  presentation	  of	  the	  2010–2013	  Parer	  Place	  Projects	  stream,	  retrieved	  from	  
http://datavis.davisthomas.com.au/projects.php	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5.55.	   Graphical	  presentation	  of	  the	  2010–2013	  Parer	  Place	  Projects,	  retrieved	  from	  
http://datavis.davisthomas.com.au/projects.php	  
5.56.	   Data	  sheet	  Peer	  2	  Peer	  JP	  –	  Tokyo	  Animation,	  2011,	  retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php	  
5.57.	   Graphical	  presentation	  of	  the	  2012	  Exhibitions	  –	  The	  Block,	  retrieved	  from	  
http://datavis.davisthomas.com.au/projects.php	  
5.58.	   Graphical	  presentation	  of	  the	  2012	  Exhibitions	  –	  The	  Block	  with	  rollover	  reveal,	  retrieved	  from	  
http://datavis.davisthomas.com.au/projects.php	  
5.59.	   CUR8	  team	  of	  QACI	  students	  working	  with	  QUT	  Curatorial	  Intern	  Elise	  Wilkinson,	  2010.	  
Courtesy	  QUT	  Precincts	  and	  QACI.	  
5.60.	   CUR8	  team	  of	  QACI	  students	  working	  with	  QUT	  Curatorial	  Intern	  Elise	  Wilkinson,	  2010.	  
Courtesy	  QUT	  Precincts	  and	  QACI.	  
5.61.	   QACI	  students	  Machinima	  Exhibition	  2010.	  Courtesy	  QUT	  Precincts	  and	  QACI.	  
5.62.	   QACI	  students	  Machinima	  Exhibition	  2010.	  Courtesy	  QUT	  Precincts	  and	  QACI.	  
5.63.	   QACI	  students	  hothouse	  program	  with	  special	  guest	  Friedrich	  Kirschner.	  Courtesy	  QUT	  
Precincts	  and	  QACI.	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UNIVERSAL	  RESOURCE	  LOCATOR	  
	  
Please	  note:	  If	  you	  are	  reading	  this	  work	  on	  a	  connected	  digital	  device,	  these	  links	  are	  available	  
within	  the	  body	  of	  the	  text.	  
	  
Roy	  Ascott	   http://en.wikipedia.org/wiki/Roy_Ascott	  
	  
CRUMB	   http://www.crumbweb.org/	  
	   http://www.sunderland.ac.uk/faculties/adm/staff/photographyteam/bgraham/	  
IMA	   http://www.ima.org.au/support-­‐-­‐us/#imacircle	  
Chairman’s	  circle	   http://www.qagoma.qld.gov.au/support_us/chairmans_circle	  








APT	  2013	   http://www.qagoma.qld.gov.au/exhibitions/apt	  
Toulouse-­‐Lautrec	   http://nga.gov.au/TOULOUSE/	  
Art	  Review	  100	   http://artreview.com/power_100/	  
Katherine	  Dreier	   http://www.moma.org/collection/artist.php?artist_id=16479	  
Bell	  Labs	   http://dada.compart-­‐bremen.de/item/institution/128	  
Laposky	   http://dada.compart-­‐bremen.de/item/agent/253	  
Whitney	   http://dada.compart-­‐bremen.de/item/agent/403	  








Abraham	  Moles	   http://dada.compart-­‐bremen.de/item/agent/352	  
Cybernetic	  Serendipity	   http://dada.compart-­‐bremen.de/item/exhibition/3	  
Ars	  Electronica	   http://dada.compart-­‐bremen.de/item/institution/78	  
The	  Last	  Nine	  Minutes	   http://www.medienkunstnetz.de/works/last-­‐9-­‐minutes/	  




Harold	  Cohen	   http://dada.compart-­‐bremen.de/item/agent/67	  
AARON	   http://www.viewingspace.com/genetics_culture/pages_genetics_culture/gc_w
05/cohen_h.htm	  
Third	  hand	   http://stelarc.org/?catID=20265	  
Legible	  City	   http://www.jeffrey-­‐shaw.net/html_main/show_work.php?record_id=83	  
Digital	  Revolution	   http://www.studiointernational.com/index.php/digital-­‐revolution-­‐exhibition-­‐
barbican-­‐art-­‐design-­‐film-­‐music-­‐video-­‐games	  
SOUND	  =	  SPACE	   http://www.gehlhaar.org/x/pages/soundspace.htm	  
ZKM	   http://on1.zkm.de/zkm/e/about	  
Baltic	   https://www.balticmill.com/	  
Art	  for	  Networks	   http://www.chapter.org/art-­‐-­‐networks	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DMZ	  Festival	   http://dmz.spc.org/	  
FACT	   http://www.fact.co.uk/	  
Eyebeam	   http://eyebeam.org/	  
Gray	  Area	   http://grayarea.org/	  
White	  Chapel	   http://www.whitechapelgallery.org/	  
INIVA	   http://www.iniva.org/	  
etoy	   http://www.etoy.com/	  
RTMark	   http://www.rtmark.com/	  
ACMI	   www.acmi.net.au	  




Game	  –	  On	  	   http://www.acmi.net.au/exhibitions/past-­‐exhibitions/2008/game-­‐on/	  
Tim	  Burton	   http://www.acmi.net.au/exhibitions/past-­‐exhibitions/2010/tim-­‐burton-­‐the-­‐
exhibition/	  
Screen	  Worlds	   http://www.acmi.net.au/exhibitions/screen-­‐worlds/	  
DLux	  Media	  Arts	   http://www.dlux.org.au/	  
Experimenta	   http://www.experimenta.org/	  
ANAT	   http://www.anat.org.au/	  
Electrofringe	   http://electrofringe.net/	  
TINA	   http://tina2014.floktu.com/	  
Eavesdrop	   http://www.icinema.unsw.edu.au/projects/eavesdrop/project-­‐	  overview/	  
Intimate	  Transactions	   http://embodiedmedia.com/homeartworks/intimate-­‐transactions	  
CIP	  Website	   http://www.ciprecinct.qut.edu.au/archive/details.jsp?news-­‐event-­‐id=23239	  
CIP	  Billboard	  Archive	   http://www.ciprecinct.qut.edu.au/billboard/mike_stubbs.jsp	  
jOurney	   http://davisthomas.com.au/works/qut/journey-­‐2005	  




ReActive	   http://davisthomas.com.au/works/qut/reactive-­‐2006	  
Fashion	   http://davisthomas.com.au/works/access-­‐learning/fashion-­‐talks-­‐2007	  
Game	  On	   http://davisthomas.com.au/works/access-­‐learning/game-­‐2007	  
Shape	  of	  Things	  to	  Come	   http://www.ciprecinct.qut.edu.au/whatson/archive/2007/shape.jsp	  
Figuratively	  Speaking	   http://www.ciprecinct.qut.edu.au/whatson/archive/2007/figspeak.jsp	  
Red	  Cap	   http://www.ciprecinct.qut.edu.au/whatson/archive/2007/redcap.jsp	  
The	  Vernacular	  Terrain	   http://davisthomas.com.au/works/qut/idaprojects-­‐vernacular-­‐terrain-­‐2007	  
Shape	  of	  Things	  to	  Come	   http://shape.qut.edu.au/	  
Make	  the	  Green	  one	  Red	   http://davisthomas.com.au/works/qut-­‐exhibitions/making-­‐green-­‐one-­‐red-­‐
virtual-­‐macbeth-­‐2012	  
Managerial	  Lens.	   http://datavis.davisthomas.com.au/	  
The	  Cube	   http://www.thecube.qut.edu.au/	  
CubeJam	   http://www.thecube.qut.edu.au/event/collection/cube-­‐-­‐jam	  
CubeJam	  Blog	   http://cubejam.tumblr.com/	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Mondo	  Motion	   http://davisthomas.com.au/works/access-­‐learning/mondo-­‐motion-­‐2012	  
ANtIMATION	   http://www.ciprecinct.qut.edu.au/whatson/archive/2014/antimation.jsp	  
Twelve	  Fives	  	   http://www.ciprecinct.qut.edu.au/archive/details.jsp?news-­‐event-­‐id=31055	  
Video	  Void	   http://www.ciprecinct.qut.edu.au/archive/details.jsp?news-­‐event-­‐id=33099	  




The	  Billboard	   http://www.ciprecinct.qut.edu.au/archive/billboard/archive.jsp	  
Datascape	   http://www.ciprecinct.qut.edu.au/archive/2013/datascape.jsp	  
Newport	  practice	   http://davisthomas.com.au/works/gallery-­‐works/early-­‐works-­‐lubi-­‐1900-­‐1995	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Stop	  thinking	  about	  artworks	  as	  objects,	  and	  start	  thinking	  about	  them	  as	  
triggers	  for	  experiences	  (Ascott	  cited	  in	  Eno,	  1996,	  p.35).	  
	  
In	  1989,	  I	  shook	  hands	  with	  someone	  in	  Germany;	  only	  I	  was	  in	  Newport,	  South	  Wales	  at	  the	  
time.	  It	  was	  clunky	  and	  there	  were	  streams	  of	  wires,	  but	  it	  was	  my	  first	  networked,	  haptic	  
experience.	  I	  was	  attending	  a	  Visual	  Arts	  course,	  with	  a	  difference	  -­‐	  run	  by	  Roy	  Ascott,	  
supported	  by	  Apple	  Inc.	  The	  conglomerate’s	  sponsorship	  in	  those	  days	  looked	  like	  rooms	  of	  
computers	  and	  plottables,	  but	  there	  were	  no	  manuals	  and	  yet	  a	  few	  determined	  souls	  
worked	  out	  how	  to	  program	  these	  machines	  to	  produce	  interactive	  artworks.	  The	  
prevalence	  of	  technology	  (from	  computers	  to	  video	  cameras,	  editing	  suites	  and	  electronics)	  
in	  the	  late	  1980s	  was	  unique	  in	  the	  art	  school	  landscape.	  Whether	  one	  interacted	  with	  the	  
technology	  or	  not,	  its	  presence	  and	  the	  reason	  why	  it	  was	  present	  in	  an	  art	  school	  
underpinned	  and	  diffused	  into	  the	  cultural	  and	  theoretical	  discourse	  of	  the	  degree	  and	  
college.	  Most	  of	  the	  students	  present	  were	  somewhere	  between	  being	  techno-­‐pagans	  and	  
cyberpunks	  (although	  neither	  term	  was	  widely	  used	  at	  the	  time).	  The	  course	  reflected	  
Ascott’s	  visionary	  theories	  and	  ideas	  concerning	  concepts	  of	  cybernetics	  and	  telematics1,	  
and	  the	  impact	  and	  possibilities	  that	  the	  digital	  and	  telecommunication	  network	  age	  would	  
have	  upon	  our	  global	  consciousness.	  As	  Ascott	  quantified:	  “The	  art	  of	  our	  time	  is	  one	  of	  
system,	  process,	  behaviour,	  interaction.	  As	  artists,	  we	  deal	  in	  uncertainty	  and	  ambiguity,	  
discontinuity,	  flux	  and	  flow.”	  (Ascott,	  1988a,	  p.	  8)	  
	  
Ascott’s	  attitude	  and	  perception	  of	  the	  role	  of	  art	  and	  artists	  was	  a	  far	  cry	  from	  the	  
traditional	  and	  standard	  visual	  arts	  courses	  on	  offer	  at	  the	  time.	  Ascott	  presented	  a	  model	  of	  
art	  practice	  that	  reframed	  the	  role	  of	  art,	  the	  artists	  and	  the	  audience.	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  1	  TELEMATICS:	  The	  branch	  of	  information	  technology	  that	  deals	  with	  the	  long-­‐distance	  transmission	  of	  computerised	  information	  (Oxford	  
Dictionaries	  –	  Language	  matters,	  2014).	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He	  talked	  about	  the	  opportunities	  made	  possible	  by	  the	  increasingly	  hyper-­‐network	  
connected	  world	  that	  was	  emerging.	  As	  Ascott	  states	  in	  his	  essay,	  ‘Art	  &	  Education	  in	  the	  
Telematic	  Culture’	  (1988),	  “The	  primary	  effect	  of	  creative	  interaction	  within	  such	  networks	  is	  
to	  render	  obsolete	  the	  distinction	  in	  absolute	  terms	  between	  the	  artists	  and	  viewer	  as	  
producer	  and	  consumer”	  (Ascott,	  1988a,	  p.	  8).	  Ascott's	  visual	  arts	  course	  reframed	  the	  
notion	  of	  art	  and	  the	  artist’s	  role	  and	  exemplified	  the	  types	  of	  technological	  leaps	  and	  tools	  
that	  would	  make	  such	  theories	  and	  worlds	  possible.	  
	  
Ascott’s	  art	  course	  produced	  a	  community	  of	  creative	  practice	  that	  was	  highly	  propositional,	  
speculative	  and	  outside	  the	  bounds	  of	  the	  traditional	  arts	  education.	  Ascott	  was	  enabling	  an	  
emergent	  practice	  that	  contrasted	  “forcibly	  with	  the	  Renaissance	  paradigm	  of	  the	  artist	  
standing	  apart	  from	  the	  world	  and	  depicting	  it,	  and	  the	  observer	  standing	  outside	  of	  the	  
artwork	  and	  receiving	  this	  depiction”	  (Ascott,	  1988a,	  p.8).	  The	  course	  had	  an	  enduring	  
impact,	  which	  allowed	  me	  to	  return	  to	  the	  cultural	  sector	  a	  decade	  and	  a	  continent	  later.	  I	  
understood	  the	  technical	  aspects	  and	  conceptual	  discourse	  that	  were	  now	  active	  in	  the	  
evolving	  creative	  space	  the	  Creative	  Industries	  Precinct	  represented.	  Including	  the	  emerging	  
interrelationships	  between	  artists	  and	  curators,	  and	  between:	  artist,	  viewer,	  participant	  and	  
art.	  Somewhere	  between	  Newport	  College,	  South	  Wales	  (the	  80s)	  and	  QUT	  (the	  00s)	  the	  
vision	  of	  the	  future	  had	  arrived.	  Newport	  offered	  an	  introduction	  to	  hybridisation	  driven	  by	  
ideas	  and	  concepts	  expressed	  into,	  and	  through	  a	  holistic	  networked	  approach.	  Through	  the	  
daily	  Lecture	  Series,	  I	  was	  introduced	  to	  a	  broad	  range	  of	  fields	  of	  practice,	  research	  and	  
theories	  that	  supported	  and	  demonstrated	  Ascott’s	  concepts.	  From	  quantum	  physics	  and	  
the	  ‘undivided	  wholeness’	  through	  to	  Linguistic	  and	  Systems	  Theory	  and	  technology’s	  
integration	  within	  social	  culture.	  This	  art	  course	  introduced,	  influenced	  and	  produced	  in	  me,	  
a	  practice	  of	  convergence;	  practice	  driven	  by	  seeking,	  proposing,	  and	  revealing	  ideas	  with	  
connections	  that	  prioritise	  narrative	  over	  the	  singular	  sentence.	  As	  Joe	  Davis	  so	  eloquently	  
put	  it	  “Art	  is	  a	  language	  of	  ideas”	  (Davis,	  2012),	  a	  concept	  that	  I	  remain	  engaged	  with	  through	  
both	  my	  arts	  and	  curatorial	  practice.	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The	  instigation	  and	  establishment	  of	  my	  curatorial	  practice	  is	  bound	  up	  in	  the	  Queensland	  
University	  of	  Technology’s	  Creative	  Industries	  Precinct	  (CIP)	  and	  its	  accompanying	  display	  
space,	  The	  Block.	  The	  Block	  is	  a	  multi-­‐layered	  digitally	  enabled	  space,	  built	  at	  the	  start	  of	  the	  
twenty-­‐first	  century.	  It	  was	  designed	  to	  engage	  and	  support	  the	  development	  of	  digital	  culture	  
in	  the	  arts	  (Lavery,	  2005,	  pp.	  141–162).	  However,	  in	  the	  first	  few	  years	  of	  programming	  the	  
site	  struggled	  to	  find	  its	  place,	  both	  within	  the	  university	  and	  the	  wider	  cultural	  landscape2.	  
Positioned	  as	  an	  outreach	  post	  of	  the	  Queensland	  University	  of	  Technology	  (QUT)	  Art	  
Museum	  program,	  The	  Block	  acted	  as	  an	  experimental	  display	  space	  that	  was	  periodically	  
programmed	  with	  Digital/New	  Media	  based	  exhibitions.	  Unfortunately,	  under	  the	  exhibition	  
centric	  approach	  of	  programming,	  The	  Block	  struggled	  to	  successfully	  build	  an	  audience.	  In	  
2005	  I	  became	  engaged	  in	  the	  challenge	  of	  making	  the	  CIP	  site	  a	  hub	  of	  digital	  creativity	  and	  
engagement.	  
	  
As	  a	  newly	  titled	  curator,	  I	  attempted	  to	  follow	  the	  QUT	  Art	  Museum	  model,	  a	  model	  that	  
emulated	  the	  Australian	  Regional	  Art	  Gallery	  standard	  within	  the	  context	  of	  a	  university	  
environment.	  This	  being	  to	  curate	  an	  rolling	  exhibition	  by	  exhibition	  program,	  driven	  by	  
curatorial	  interest	  and	  buy-­‐in	  exhibitions	  from	  touring	  services	  such	  as	  Museums	  Australia,	  
and	  supported	  with	  artists	  talks	  and	  curators	  tours.	  The	  success	  for	  any	  exhibition	  presented	  
was	  measured	  against	  the	  museum’s	  entry	  numbers.	  As	  a	  practitioner	  in	  the	  1980s,	  in	  
Newport,	  such	  a	  term	  did	  not	  exist3	  and	  although	  in	  hindsight	  I	  recognised	  that	  part	  of	  my	  
practice	  incorporated	  curatorial	  activities	  the	  term	  was	  new	  to	  me.	  Hence,	  I	  continued	  with	  
the	  already	  established	  exhibitions	  centric	  program,	  enriched	  by	  artist	  talks	  and	  curatorial	  
tours.	  It	  didn’t	  work.	  During	  one	  public	  talk,	  with	  an	  audience	  consisting	  entirely	  of	  the	  
speaker	  and	  me,	  and	  a	  cleaner	  (who’d	  popped	  in	  to	  see	  if	  we	  had	  finished),	  I	  realised	  the	  
model	  needed	  a	  rethink.	  	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  2	  As	  an	  invigilator	  of	  the	  exhibitions	  presented	  at	  The	  Block	  I	  observed	  first-­‐hand	  the	  difficulties	  and	  feedback	  from	  poorly	  attended	  
exhibitions	  and	  events.	  3	  The	  term	  Curator	  was	  not	  part	  of	  the	  European	  vernacular	  in	  the	  1980s,	  (Fleck,	  2004,	  p.	  25).	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The	  primary	  contributing	  factor	  for	  the	  failing	  was	  the	  disparity	  between	  the	  intent	  of	  the	  
space	  and	  the	  grafting	  of	  the	  traditional	  and	  orthodox	  visual	  arts	  programming	  model	  onto	  a	  
non-­‐traditional	  site.	  For	  the	  purpose	  of	  this	  thesis	  a	  non-­‐traditional	  site	  equates	  to:	  
• Display	  and	  presentation	  spaces	  architecturally	  removed	  from	  the	  art	  gallery	  
standard;	  	  
• An	  organisational	  directive	  that	  does	  not	  emulate	  the	  traditional	  standards	  of	  
curated	  ongoing	  exhibition	  programs	  and	  associated	  public	  programs;	  and	  
• Display	  and	  presentation	  space	  that	  do	  not	  have	  access	  to	  the	  staffing	  or	  funding	  
models	  necessary	  for	  traditional	  approaches	  to	  programming.	  	  
	  
The	  unique	  physical	  venues,	  programming	  vision	  and	  funding	  framework	  of	  CIP	  is	  discussed	  





The	  Masters	  project	  picks	  up	  the	  story	  five	  years	  after	  the	  initial	  transformation	  had	  been	  
undertaken.	  The	  initiated	  site	  responsive4,	  engagement	  centric	  program	  had	  by	  2010	  started	  
to	  find	  its	  footing,	  as	  demonstrated	  by	  consistent	  attendance	  numbers	  (see	  Appendices	  1.1	  
&	  1.2).	  The	  challenge	  was	  one	  of	  communication	  and	  demonstration,	  rather	  than	  existence.	  
Although	  the	  program	  had	  started	  to	  generate	  positive	  and	  growing	  attendance	  figures,	  it	  
remained	  an	  enigma	  to	  the	  operational	  and	  management	  level	  stakeholders	  at	  QUT.	  The	  
program	  was	  being	  evidenced	  and	  reported	  upon	  via	  the	  attendance	  and	  activities	  figures,	  
yet,	  there	  was	  no	  method	  by	  which	  to	  demonstrate	  how	  the	  Key	  Performance	  Indicators	  –	  
the	  site	  criteria,	  laid	  down	  as	  part	  of	  the	  steering	  mechanism	  for	  the	  program,	  was	  being	  
serviced.	  Nor	  was	  there	  a	  way	  to	  reveal	  the	  strategic	  approach	  being	  taken	  to	  generate	  these	  
communities	  of	  engagement	  that	  made	  up	  the	  attendance	  figures.	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  4	  “Site	  response	  in	  art	  occurs	  when	  the	  artist	  is	  engaged	  in	  an	  investigation	  of	  the	  site	  as	  part	  of	  the	  process	  in	  making	  the	  work.	  	  
The	  investigation	  will	  take	  into	  account	  geography,	  locality,	  topography,	  community	  (local,	  historical	  and	  global)	  and	  history	  (local,	  	  
private	  and	  national)”	  (McIver,	  n.d.).	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The	  research	  sought	  to	  discover	  how	  best	  to	  communicate	  the	  programming	  strategy	  that	  
had	  grown	  from	  the	  CIP	  experience,	  with	  the	  potential	  that	  such	  a	  mechanism	  might	  be	  of	  
use	  for	  future	  planning	  and	  communication	  purposes.	  	  
	  
As	  a	  curator/artist,	  I	  was	  able	  to	  use	  tacit	  based	  intuition,	  built	  on	  20	  years	  of	  practice	  to	  
create	  and	  deliver	  a	  cohesive	  evolving	  program.	  However,	  without	  any	  forma	  mechanism	  by	  
which	  to	  articulate	  the	  programming	  rationale	  and	  strategy,	  it	  could	  not	  be	  effectively	  
communicated	  to	  the	  organisational	  stakeholders.	  	  
	  
Thus	  at	  the	  heart	  of	  the	  research	  problem	  is	  the	  research	  question:	  
Can	  an	  effective	  model	  that	  engages,	  enables	  and	  supports	  current	  and	  future	  
iterations	  of	  cultural	  programming	  be	  developed	  for	  use	  in	  new	  and	  uncharted	  
cultural	  territories?	  
	  
In	  order	  to	  answer	  the	  question	  two	  key	  considerations	  were	  examined.	  
These	  being:	  
• How	  to	  convert	  tacit	  curatorial	  practice	  based	  knowledge	  and	  the	  subsequent	  
programming	  structures	  into	  explicit,	  communicative	  and	  potentially	  replicable	  
form?	  
• How	  can	  the	  information	  support	  an	  effective	  reporting	  and	  communication	  of	  a	  
program	  to	  the	  key	  stakeholders	  of	  the	  organisation?	  
	  
The	  research	  project	  was	  propelled	  by	  a	  real	  world	  need	  to	  communicate	  effectively	  and	  
demonstrate	  a	  programming	  rationale	  for	  internal	  and	  external	  stakeholders	  that	  had	  only	  
been,	  at	  best,	  partially	  expressed.	  The	  project	  sought	  to	  offer	  a	  mechanism	  by	  which	  to	  
support	  the	  development	  of	  emerging	  programs	  for	  non-­‐traditional	  exhibition	  and	  cultural	  
sites.	  It	  proposed	  a	  communicative	  platform	  demonstrated	  through	  the	  CIP	  program.	  The	  
platform	  having	  a	  managerial	  lens,	  by	  which	  to	  reveal	  the	  programming	  rationale	  in	  relation	  
to	  the	  reportable	  performance	  indicators	  for	  the	  site,	  and	  a	  curatorial	  lens	  by	  which	  to	  
visualise	  the	  programming	  structure.	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To	  address	  the	  problem,	  the	  research	  project’s	  design	  drew	  upon	  practice-­‐led	  research	  theory	  
and	  the	  reflective	  practitioner	  model,	  as	  developed	  through	  the	  work	  of	  Schön,	  Sullivan	  
(2009)	  and	  Moon	  (2001).	  In	  addition,	  it	  drew	  on	  curatorial	  and	  art	  history,	  particularly	  
around	  the	  history	  of	  the	  art	  gallery	  and	  the	  rise	  of	  the	  curator;	  including	  the	  work	  of	  
theorists	  Altshuler,	  Grunenberg	  and	  Obrist	  (Bruce	  Altshuler,	  2010–11;	  Grunenberg,	  1999;	  
Obrist,	  2008a).	  To	  contextualise	  the	  Digital/New	  Media	  art	  display	  and	  curatorship	  history	  
and	  theory,	  the	  research	  is	  informed	  by	  The	  CRUMB	  research	  Centre	  of	  Digital/New	  Media	  
practice	  and	  engages	  with	  the	  theorists	  and	  writers	  in	  this	  space	  including	  Charlie	  Gere,	  
Christiane	  Paul,	  Sarah	  Cook	  and	  Beryl	  Graham.	  
	  
The	  research	  project’s	  design	  and	  methodology	  reflects	  the	  work	  of	  a	  professional	  creative	  
practitioner,	  seeking	  to	  unpack	  practice	  in	  meaningful	  and	  communicative	  ways.	  The	  
practice-­‐led,	  reflective	  practitioner	  methodology,	  explored	  in	  greater	  depth	  in	  the	  research	  
section	  of	  the	  thesis,	  combines	  creative	  professional	  practice	  and	  habits	  with	  that	  of	  rigorous	  
and	  recognised	  research	  methods.	  The	  contextual	  review	  establishes	  both	  the	  historical	  
context	  of	  the	  curator	  and	  gallery,	  as	  well	  as	  examining	  the	  complex	  relationship	  between	  
Digital/New	  Media	  art	  and	  the	  contemporary	  art	  gallery	  sector.	  Including	  a	  content	  analysis	  of	  
contemporaries	  in	  the	  field,	  and	  their	  programs	  and	  investigations	  into	  discourse	  such	  as	  New	  
Institutionalism,	  as	  discussed	  in	  On-­‐Curating	  (issue	  21,	  January	  2014).	  New	  Institutionalism	  is	  
an	  engagement	  centric	  programming	  ethos.	  Through	  process	  of	  observation,	  reflection	  and	  
articulation	  the	  project	  will	  position	  the	  CIP	  program	  within	  a	  wider	  context.	  
	  
Chapter	  Three	  –	  The	  Model,	  describes	  the	  proposed	  programming	  model	  via	  the	  digital	  
platform	  portal.	  Through	  the	  process	  of	  example,	  the	  underpinning	  principles	  and	  method	  of	  
the	  proposed	  program	  structure	  is	  articulated.	  A	  model	  and	  system	  of	  communication	  –	  the	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The	  programming	  model	  was	  developed	  in	  response	  to	  the	  research	  problem	  and	  draws	  on	  
20+	  years	  of	  site-­‐responsive	  artistic5	  and	  subsequent	  curatorial	  practice.	  By	  way	  of	  
exploration,	  Appendix	  1.3	  illustrates	  some	  of	  my	  art	  practice	  that	  predates	  the	  start	  of	  the	  
research	  project.	  These	  are	  examples	  that	  demonstrate	  a	  site-­‐responsive	  approach	  to	  both	  
making	  art	  and	  curating.	  
	  
The	  intention	  of	  the	  project	  is	  to	  transform	  tacit	  knowledge,	  relating	  to	  curatorial	  
programming	  practice,	  into	  an	  explicit	  and	  communicative	  form	  that	  offers	  a	  potential	  and	  
replicable	  programming	  model	  for	  other	  sites	  situated	  in	  similar	  circumstances	  to	  CIP.	  The	  
communicative	  form	  being	  imagined	  as	  a	  digital	  platform	  that	  enables	  self	  directed	  
investigation	  into	  how	  the	  programming	  model	  functions	  and	  performs	  when	  reporting	  
against	  a	  site’s	  performance	  criteria.	  The	  development	  of	  a	  fully	  functioning	  digital	  platform	  
remains	  outside	  of	  the	  scope	  and	  budget	  of	  the	  research	  project,	  the	  research	  therefore	  
focuses	  on	  conceptualisation	  and	  prototyping.	  Chapter	  Three	  –	  The	  Model,	  discusses	  the	  
proposed	  platform	  as	  a	  working	  system	  and	  draws	  on	  those	  aspects	  already	  in	  existence.	  	  
	  
The	  final	  section	  of	  the	  thesis	  will	  address	  the	  research	  findings	  and	  consider	  future	  research	  
directions	  as	  part	  of	  an	  ongoing	  process	  to	  facilitate	  and	  support	  cultural	  programs	  that	  wish	  
to	  venture	  into	  unchartered	  territories.	  The	  introduction	  is	  the	  starting	  point	  of	  the	  research	  
project’s	  aspirations	  in	  supporting	  cultural	  programs	  situated	  at	  the	  nexus	  of	  contemporary	  
Digital/New	  Media	  art,	  technology	  and	  science,	  design	  and	  digital	  culture.	  It	  offers	  a	  
pragmatic	  output	  to	  facilitate	  the	  development	  of	  cultural	  programs	  with	  impact	  for	  sites	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  Site-­‐responsive:	  creating	  work	  that	  is	  in	  and	  of	  the	  site,	  actuated	  through	  a	  process	  of	  research	  and	  reflection	  that	  draws	  upon	  the	  historical	  
and	  current,	  social,	  environmental	  and	  architectural	  (manmade)	  elements	  of	  the	  site.	  Work	  developed	  in	  a	  manner	  that	  generates	  an	  
interchange	  between	  audience,	  artwork	  and	  site.	  That	  roots	  the	  engagement	  and	  experience	  within	  the	  context	  of	  the	  space.	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I	  am	  a	  creative	  curatorial	  practitioner,	  rather	  than	  a	  theorist.	  This	  is	  reflected	  in	  both	  the	  
research	  methods	  and	  the	  aspirations	  of	  the	  thesis.	  It	  contributes	  new	  knowledge	  in	  the	  field	  
of	  curatorship,	  relating	  to	  display	  and	  cultural	  engagement	  programming	  within	  the	  context	  
of	  the	  contemporary	  cultural	  space	  –	  Digital/New	  Media,	  science	  and	  technology,	  digital	  
culture,	  design	  and	  hybrid	  practice.	  The	  intention	  is	  to	  achieve	  a	  contribution	  through	  the	  
articulation	  and	  demonstration	  of	  the	  programming	  principles	  currently	  underpinning	  the	  
Creative	  Industries	  Precinct	  engagement	  program.	  Through	  reframing	  and	  communication	  of	  
the	  Creative	  Industries	  Precinct	  (CIP)	  program	  principles,	  ethos	  and	  structure,	  the	  research	  
will	  offer	  an	  adaptable	  Display	  and	  Cultural	  Engagement	  Model	  concept	  for	  future	  
development.	  The	  research	  project	  started	  as	  a	  process	  of	  identifying	  and	  narrowing	  the	  
field	  of	  practice	  in	  relation	  to	  the	  CIP	  program	  and	  is	  propelled	  by	  a	  real	  world	  need	  to	  
communicate	  effectively	  and	  demonstrate	  a	  programming	  rationale	  to	  a	  range	  of	  
stakeholders.	  This	  is	  necessitated	  due	  to	  a	  persistent	  level	  of	  ‘anxiety’	  attached	  to	  non-­‐
traditional	  programs;	  something	  that	  is	  either	  diminished	  or	  absent	  when	  stakeholders	  
consider	  curatorial	  practice	  and	  programs	  that	  function	  within	  the	  established	  norms	  of	  the	  
gallery	  system.	  Of	  course,	  the	  anxiety	  is	  because	  new,	  undefined	  and	  emergent	  cultural	  
practice	  is	  not	  easily	  recognised	  and	  as	  such	  is	  unknown	  and	  generally	  considered	  as	  risky	  
(Kathy	  Rae	  Huffman	  int.	  Cook,	  et	  al.,	  2010b,	  p.	  6).	  One	  of	  the	  challenges	  identified	  through	  
the	  research	  process	  is	  how	  to	  balance	  the	  progression	  of	  the	  experimental	  vanguard	  in	  a	  
convergent	  and	  historically	  established	  governance	  and	  management	  model.	  
	  
In	  light	  of	  the	  challenge,	  the	  research	  section	  of	  the	  thesis	  highlights	  the	  research	  design	  
methods	  adopted	  and	  adapted	  to	  address	  the	  research	  problem.	  It	  discusses	  the	  practice-­‐led	  
research	  as	  an	  appropriate	  approach	  to	  the	  research	  project,	  and	  underlines	  the	  value	  in	  
using	  Reflective	  Practice	  theory	  and	  practice.	  As	  part	  of	  the	  research	  framework,	  a	  leading	  
research	  facility	  in	  the	  field,	  The	  Curatorial	  Resource	  for	  Upstart	  Media	  Bliss	  (CRUMB)	  Centre	  
and	  The	  CRUMB	  Method	  and	  approach	  to	  researching	  curatorial	  practice	  are	  examined.	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PRACTICE-­‐LED	  RESEARCH	  
	  
I	  am	  an	  artist	  and	  Digital/New	  Media	  Curator	  whose	  practice	  stretches	  across	  several	  
decades	  and	  two	  cultures	  that	  I	  have	  called	  home	  (UK	  and	  Australia).	  It	  is	  through	  this	  lens	  
that	  I	  understand	  and	  interpret	  the	  world.	  My	  experience	  as	  a	  1980s	  early	  new	  media	  artist	  
means	  I	  have	  firsthand	  experience	  of	  both	  practicing	  and	  showing	  art	  that	  is	  situated	  on	  the	  
borders	  of	  what	  was/is	  understood	  and	  accepted	  as	  art.	  The	  border,	  of	  course,	  is	  an	  ever	  
evolving	  and	  shifting	  delineator.	  However,	  it	  represents	  the	  dichotomy	  that	  occurs	  when	  
formally	  trained	  artists	  (graduating	  from	  recognised	  education	  systems)	  produce	  and	  show	  
art	  that	  bypasses	  the	  “legitimation	  structures	  of	  the	  art	  world	  …	  which	  is	  galleries,	  museums,	  
curators,	  magazines	  and	  education”	  (Dieter	  Daniels	  (1994)	  cited	  in	  Cook,	  2008b,	  p.	  32).	  
Bypassing	  these	  systems	  is	  a	  tactical	  undertaking	  by	  Digital/New	  Media	  artists,	  in	  the	  face	  of	  
the	  turbulent	  historical	  relationship	  between	  the	  Digital/New	  Media	  area	  of	  creative	  
practice	  and	  the	  art	  gallery	  sector.	  A	  relationship	  discussed	  further	  in	  Chapter	  One	  –	  
Contextual	  Review.	  I	  found	  myself,	  like	  many	  artists	  (who	  also	  had	  propositional	  and	  
experimental	  based	  art	  practices),	  exhibiting	  in	  science	  galleries	  and	  self-­‐generated	  
alternative	  sites	  (Appendix	  1.3).	  These	  experiences	  have	  shaped	  both	  my	  artistic	  and	  
curatorial	  practice.	  
	  
Working	  at	  the	  intersect	  of	  established	  and	  emergent	  art	  and	  programming	  forms,	  means	  
that	  the	  most	  useful	  and	  relevant	  research	  methods	  are	  those	  that	  acknowledge	  practice	  as	  
a	  research	  function	  in	  its	  own	  right.	  A	  method	  described	  by	  Graeme	  Sullivan	  in	  Making	  Space	  
(2009),	  as	  practice-­‐led	  research.	  Sullivan	  describes	  the	  process	  of	  practice	  and	  research	  as	  
the	  interdependence	  of	  the	  creative	  practitioner,	  the	  creative	  product	  and	  the	  critical	  
process.	  A	  cycle	  of	  activity	  is	  entered	  into	  via	  any	  of	  these	  three	  points	  (Sullivan,	  2009,	  p.	  
47).	  Roger	  Dean	  and	  Hazel	  Smith	  describe	  practice-­‐led	  research	  as	  a	  model	  that	  recognises	  
“training	  and	  specialised	  knowledge	  that	  creative	  practitioners	  have	  and	  the	  processes	  they	  
engage	  in	  when	  they	  are	  making	  art	  –	  can	  lead	  to	  specialised	  research	  insights”	  (Roger	  T	  
Dean	  &	  Smith,	  2009,	  p.	  5).	  The	  theorists	  pragmatically	  frame	  “the	  work	  of	  art	  as	  a	  form	  of	  
research	  and	  the	  creation	  of	  the	  work	  as	  generating	  research	  insights”	  (Roger	  T	  Dean	  &	  
Smith,	  2009,	  p.	  7).	  Sullivan’s	  description	  best	  captures	  my	  sense	  of	  the	  experience,	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particularly	  in	  reference	  to	  working	  in	  an	  “open	  landscape	  of	  free	  range	  possibility	  rather	  
than	  a	  closed	  geography	  of	  well	  trodden	  pathways”	  (Sullivan,	  2009,	  p.	  48).	  
	  
These	  ideas	  of	  the	  integration	  of	  practice	  and	  research	  align	  with	  Estelle	  Barrett’s	  view	  of	  
studio-­‐based	  enquiry	  as	  a	  methodology	  of	  research	  and	  discovery	  that	  unfolds	  through	  
practice	  (Barrett,	  2007).	  Barrett	  notes,	  “practice	  is	  itself	  productive	  of	  knowledge	  and	  
engenders	  further	  practice	  demonstrating	  the	  emergent	  nature	  of	  the	  process”	  (Barrett,	  
2007,	  p.	  9).	  In	  light	  of	  this,	  it	  could	  be	  argued	  that	  my	  studio	  is	  The	  Block,	  and	  my	  creative	  
production	  is	  the	  program	  and	  the	  curatorial	  processes	  of	  experimentation,	  execution	  and	  
reflection	  have	  parallels	  with	  that	  of	  studio	  art	  making	  practice.	  By	  drawing	  on	  my	  
experience,	  the	  practice-­‐led	  framework,	  informed	  by	  Dean	  and	  Smith,	  Sullivan	  and	  Barrett,	  
allows	  for	  effective	  examination,	  contextualisation	  and	  demonstration	  and	  provides	  a	  solid	  
foundation	  for	  the	  research	  project.	  
When	  considering	  practice-­‐led	  research	  as	  a	  method	  based	  on	  knowledge	  content	  that	  is	  
generated	  through	  reflection	  and	  complimented	  by	  action	  (Barrett,	  2007,	  p.	  5)	  and	  the	  
importance	  of	  reflection	  (indicated	  by	  both	  Barrett	  and	  Sullivan)	  to	  the	  process	  of	  research,	  





In	  Donald	  Schön’s	  book	  The	  Reflective	  Practitioner:	  How	  Professionals	  Think	  in	  Action	  (1983),	  
Schön	  describes	  the	  daily	  reflective	  process	  of	  a	  successful	  professional	  as	  one	  that	  builds	  a	  
bridge	  from	  daily	  practice	  into	  the	  world	  of	  the	  academic	  and	  recognisable	  rigorous	  research	  
processes	  (Schön,	  1983).	  As	  Schön	  notes,	  in	  our	  everyday	  lives	  we	  perform	  spontaneous	  and	  
intuitive	  actions	  and	  yet	  when	  asked	  to	  describe	  these	  actions	  we	  find	  ourselves	  at	  a	  loss	  
(ibid.).	  Our	  knowing	  of	  these	  actions	  is	  tacit,	  implicit	  patterns	  of	  known	  action;	  a	  status	  that	  
he	  argues	  is	  similarly	  true	  of	  the	  workday	  life	  of	  a	  professional.	  We	  equally	  rely	  upon	  tacit	  
‘knowing-­‐in-­‐action’	  knowledge.	  Correspondingly,	  when	  the	  professional	  reflects	  on	  those	  
actions,	  with	  questions	  regarding	  those	  actions,	  then	  the	  professional	  is	  undertaking	  
reflection	  on	  action.	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Reflection	  takes	  the	  form	  of	  reflecting	  on	  assumptions	  and	  understandings,	  which	  are	  
critiqued,	  restructured,	  reframed	  and	  embodied	  into	  further	  or/and	  future	  actions	  (Schön,	  
1983,	  pp.	  4950).	  These	  processes	  of	  professional	  reflection	  are	  central	  elements	  in	  Schön’s	  
reflective	  practitioner	  methodology,	  particularly	  for	  the	  professional	  practitioner	  seeking	  to	  
unpack	  their	  practice	  in	  a	  meaningful	  and	  communicative	  way.	  To	  further	  refine	  the	  
approach	  to	  research,	  the	  following	  contemporary	  variation	  on	  Schön’s	  original	  descriptor	  
was	  identified	  as	  useful.	  Amanda	  Moffatt	  developed	  an	  adaption,	  as	  visually	  represented	  in	  
Figure	  2.1	  A	  new	  visualised	  model	  of	  reflective	  practice	  for	  creative	  practitioners,	  in	  ‘Stepping	  
Outside	  the	  Circle:	  A	  Reflective	  Practice	  Framework	  for	  Creative	  Facilitators’	  (in	  press,	  2014).	  
The	  illustration	  depicts	  the	  Reflective	  Practitioner	  model	  based	  on	  Moon’s	  2001	  critique	  of	  
Hatton	  and	  Smith’s	  1995	  Text	  Hierarchy	  of	  Reflection	  (as	  cited	  in	  Moffat,	  2014),	  which	  





Figure	  2.1.	  A	  new	  visualised	  model	  of	  reflective	  practice	  for	  creative	  practitioners.	  Adapted	  from	  “Stepping	  Outside	  	  
the	  Circle:	  A	  Reflective	  Practice	  Framework	  for	  Creative	  Facilitators”	  by	  A.	  Moffatt,	  2014.	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Given	  that	  the	  key	  purpose	  of	  the	  research	  project	  is	  to	  construct	  a	  model	  of	  programming	  
and	  practice	  that	  requires	  me,	  as	  a	  professional,	  to	  draw	  upon	  expertise	  from,	  “practice	  
(theory	  in	  use)	  by	  being	  reflective”	  (Schön	  cited	  in	  Moon,	  2001)	  and	  to	  make	  “‘knowing-­‐in-­‐
action’	  explicit,	  so	  that	  it	  can	  be	  the	  subject	  of	  further	  reflection	  and	  conscious	  
development”	  (Schön	  cited	  in	  Moon,	  2001),	  Moffatt’s	  visual	  representation	  appears	  highly	  
appropriate.	  The	  model	  allows	  the	  combining	  of	  creative	  professional	  practice	  and	  habits	  
with	  that	  of	  rigorous	  and	  recognised	  research	  methods.	  Such	  as	  the	  creative	  professional	  
habits	  that	  have	  been	  formed	  during	  the	  curation	  of	  the	  Creative	  Industries	  Precinct	  (CIP)	  
program.	  As	  a	  curator	  having	  developed	  what	  Schön	  would	  describe	  as	  knowing-­‐in-­‐action,	  
(Schön,	  1983,	  p.	  50)	  I	  have	  acquired	  tacit	  knowledge	  around	  the	  “hybrid	  curatorial	  models	  
operating	  in	  between	  the	  online	  and	  offline”	  (Bradbury	  et	  al.,	  2013);	  knowledge	  that	  is	  
actualised	  through	  implicit	  patterns	  of	  action	  in	  the	  processes	  of	  Digital/New	  Media	  
exhibition	  delivery.	  Such	  tacit	  knowledge	  is	  gathered	  through	  a	  process	  of	  trial	  and	  reflection	  
upon	  different	  approaches	  that	  have	  informed	  the	  development	  of	  the	  programming	  model,	  
as	  detailed	  in	  Chapter	  Three	  –	  The	  Model.	  
	  
As	  already	  mentioned,	  investigation	  into	  the	  research	  standards	  of	  the	  field	  became	  
centralised	  around	  The	  CRUMB	  Method.	  CRUMB	  emerged	  as	  the	  research	  hub	  of	  
contemporary	  (2000	  and	  beyond)	  Digital/New	  Media	  display	  and	  subsequent	  curatorial	  
practice.	  Based	  in	  Sunderland	  University,	  United	  Kingdom,	  CRUMB	  established	  itself	  as	  a	  key	  
academic	  research	  hub,	  with	  Beryl	  Graham	  and	  Sarah	  Cook	  developing	  what	  became	  known	  
as	  The	  CRUMB	  Method	  research	  model.	  The	  premise	  of	  the	  model	  encourages	  curatorial	  
practitioners	  to	  engage	  in	  research	  in	  order	  “to	  put	  their	  ideas	  to	  the	  test	  in	  curating	  and	  co-­‐
curating	  exhibitions	  of	  new	  media	  art”	  (Cook,	  Graham,	  Gfader,	  &	  Lapp,	  2010a,	  p.	  4).	  During	  
the	  International	  Symposium	  of	  Electronic	  Art	  2013	  (ISEA2013)	  and	  in	  the	  subsequent	  
conference	  proceedings,	  Graham	  highlights	  a	  number	  of	  CRUMB	  research	  projects,	  all	  of	  
which	  are	  underpinned	  by	  The	  CRUMB	  Method	  (Bradbury,	  et	  al.,	  2013;	  Cook,	  et	  al.,	  2010a).	  
These	  projects	  finding	  common	  ground	  in	  being	  progressive	  and	  experimental	  curatorial	  
activities	  within	  the	  Digital/New	  Media	  realm,	  from	  investigating	  hybrid	  curatorial	  models	  
that	  work	  between	  the	  online	  and	  offline,	  through	  to	  the	  impact	  of	  Open	  Source	  culture	  on	  
participation,	  production	  and	  the	  role	  of	  cultural	  gatekeeper.	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The	  underlying	  principle	  of	  The	  CRUMB	  Method	  is	  the	  reflective	  practitioner.	  The	  approach	  
to	  enquiry	  allows	  for	  a	  variety	  of	  research	  methods	  to	  function	  within	  the	  framework.	  For	  
instance	  in	  the	  ISEA2013	  conference	  paper	  the	  team	  discusses	  the	  use	  of	  live	  case	  studies,	  
content	  analysis,	  methods	  of	  observation,	  practice	  and	  action,	  and	  analysis	  of	  those	  
activities.	  
	  
The	  CRUMB	  research	  unit	  can	  be	  seen	  to	  allow	  for	  a	  variety	  of	  methods	  of	  research	  to	  be	  
utilised,	  yet	  they	  are	  all	  held	  within	  a	  framework	  that	  in	  essence,	  is	  practice-­‐led	  and	  
reflective	  (Bradbury,	  et	  al.,	  2013).	  For	  the	  research	  project	  to	  be	  in-­‐step	  with	  the	  relevant,	  
current	  and	  leading	  practice	  in	  the	  field,	  it	  was	  pertinent	  to	  align	  with	  The	  CRUMB	  
framework.	  The	  CRUMB	  Method	  allows	  for	  a	  number	  of	  research	  methods	  to	  sit	  under	  a	  
Reflective	  Practitioner	  framework.	  As	  discussed	  the	  research	  project	  draws	  on	  a	  practice-­‐led	  
approach	  that	  also	  engages	  content	  analysis	  and	  the	  Pugh	  Matrix	  as	  research	  tools	  by	  which	  
to	  identify	  and	  clarify	  data.	  
	  
The	  research	  design	  for	  the	  project	  draws	  on	  The	  CRUMB	  Method	  of	  multiple	  reflective	  
research	  methods	  accompanied	  by	  the	  practice-­‐led	  approach	  as	  described	  by	  Sullivan	  (2009).	  
The	  Pugh	  Matrix	  is	  a	  system	  of	  data	  arrangement	  for	  multi-­‐criteria	  decision-­‐making,	  which	  is	  
adapted	  for	  use	  as	  the	  basis	  of	  the	  communication	  platform.	  Content	  Analysis	  is	  also	  utilised	  
as	  part	  of	  the	  contextual	  review	  process	  relating	  to	  other	  organisation’s	  sites	  and	  program	  




In	  Steve	  Stemler’s	  article	  “An	  Overview	  of	  Content	  Analysis”	  (2001)	  content	  analysis	  is	  
defined	  as	  both	  “a	  systematic,	  replicable	  technique	  for	  compressing	  …	  [information]	  on	  
explicit	  rules	  of	  coding”	  (Stemler,	  2001),	  as	  well	  as	  in	  broader	  terms,	  as	  championed	  by	  Ole	  
Holsti.	  Holsti	  extends	  the	  definition	  of	  content	  analysis	  to	  being	  “any	  technique	  for	  making	  
inferences	  by	  objectively	  and	  systematically	  identifying	  specified	  characteristics”	  (Holsti,	  
1968,	  p.	  601).	  The	  primary	  use	  of	  content	  analysis	  is	  in	  relation	  to	  text	  analysis;	  although	  
with	  the	  appearance	  of	  progressively	  more	  mix	  media	  and	  electronic	  based	  information	  
systems,	  content	  analysis	  has	  arguably	  expanded	  from	  those	  original	  parameters.	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As	  Stemler	  stated	  “the	  technique	  of	  content	  analysis	  is	  not	  restricted	  to	  the	  domain	  of	  
textual	  analysis,	  but	  may	  be	  applied	  to	  other	  areas”	  (Stemler,	  2001).	  Part	  of	  my	  investigation	  
process	  was	  to	  analyse	  the	  programming	  content	  from	  organisations	  websites,	  thus	  
information	  regarding	  the	  use	  of	  content	  analysis	  in	  relation	  to	  web-­‐based	  content	  was	  
sought	  out.	  The	  research	  indicates	  that	  sample	  size	  and	  the	  mix-­‐media	  nature	  of	  web	  2.0	  as	  
key	  challenges	  in	  relation	  to	  researchers	  making	  clear	  subjective	  and	  objective	  readings	  of	  
the	  content,	  especially	  when	  working	  within	  a	  common	  coder	  scheme	  structure	  (Kim	  &	  Kuljis,	  
2010,	  pp.	  369–375).	  However,	  even	  given	  these	  challenges,	  use	  of	  content	  analysis	  has	  
allowed	  the	  research	  project	  to	  connect	  to	  other	  organisations	  in	  the	  field.	  Three	  key	  sites	  
were	  identified	  as	  illustrative	  examples:	  FACT	  (Foundation	  for	  Art	  and	  Creative	  Technology),	  
Eyebeam	  and	  Gray	  Area.	  The	  analysis	  is	  supported	  by	  personal	  communications	  with	  staff	  
and	  directors	  during	  visits	  undertaken	  in	  2010.	  
	  
Due	  to	  the	  inter-­‐related	  nature	  of	  the	  Creative	  Industries	  Precinct’s	  (CIP)	  program	  structure,	  
combined	  with	  the	  large	  number	  of	  Key	  Performance	  Indicators	  (KPI)	  that	  the	  CIP	  program	  is	  
based	  on,	  it	  became	  clear	  that	  through	  the	  process	  of	  unraveling	  the	  program	  structure	  the	  
data	  would	  become	  rapidly	  complex.	  The	  Pugh	  Matrix	  was	  therefore	  selected	  as	  the	  coding	  
scheme	  structure	  for	  the	  content	  analysis	  of	  the	  CIP	  engagement	  program.	  
	  
	  
THE	  PUGH	  MATRIX	  MODEL	  
	  
The	  externalisation	  of	  the	  program	  structure,	  through	  reflective	  practice,	  demanded	  a	  clear	  
data	  layout	  by	  which	  to	  help	  reveal	  the	  programming	  logic	  and	  structure.	  The	  matrix	  
structure	  exposes	  how	  the	  program	  activities	  connect	  to	  the	  KPI	  criteria	  of	  the	  site,	  as	  
determined	  by	  the	  QUT	  Blueprint	  and	  partnership	  MOUs	  with	  Kelvin	  Grove	  Urban	  Village,	  
and	  as	  directed	  by	  the	  QUT	  Precincts	  Director.	  Additionally	  having	  the	  programming	  model	  
conveyed	  in	  such	  a	  manner	  affords	  the	  opportunity	  for	  proposed	  future	  projects	  to	  be	  
tested.	  Using	  the	  criteria	  before	  program	  activation,	  assists	  in	  ensuring	  that	  the	  overall	  
program	  continues	  to	  respond	  to	  the	  vision	  of	  the	  site	  and	  the	  KPI	  criteria.	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The	  Pugh	  Matrix	  is	  designed	  for	  use	  as	  a	  multiple-­‐criteria	  decision-­‐making	  tool.	  The	  matrix	  is	  
used	  across	  a	  number	  of	  industry	  sectors	  from	  engineering	  to	  design	  and	  concept-­‐based	  
processes.	  “One	  of	  its	  key	  advantages	  over	  other	  decision-­‐making	  tools	  such	  as	  the	  Decision	  
Matrix	  is	  its	  ability	  to	  handle	  a	  large	  number	  of	  decision	  criteria”	  (Burge,	  2009).	  As	  discussed	  in	  
Burge’s	  paper	  titled:	  ‘The	  Systems	  Engineers	  Tool	  Box’	  (2009)	  the	  Pugh	  Matrix	  allows	  for	  a	  
simple	  sensitivity	  analysis	  of	  data	  to	  be	  performed,	  by	  which	  a	  degree	  of	  robustness	  to	  any	  
decision	  can	  be	  assured.	  “Fundamentally	  a	  Pugh	  Matrix	  can	  be	  used	  whenever	  there	  is	  the	  need	  
to	  decide	  amongst	  a	  number	  of	  alternatives”	  (Burge,	  2009).	  In	  the	  case	  of	  CIP,	  and	  as	  illustrated	  
in	  Figure	  2.2	  The	  Pugh	  Matrix	  layout	  with	  CIP	  primary	  and	  sub	  KPI	  criteria	  categories,	  there	  are	  
a	  significant	  number	  of	  criteria	  attached	  to	  the	  CIP	  program,	  all	  of	  which	  need	  to	  be	  considered	  
and	  accounted	  for.	  An	  adapted	  version	  of	  the	  Pugh	  Matrix	  has	  therefore	  been	  identified	  as	  a	  	  
suitable	  solution	  to	  reveal	  the	  foundational	  structure	  of	  the	  CIP	  model.	  
	  
	  
CIP	  has	  three	  main	  category	  areas:	  Audience	  Types,	  Proposition	  Value	  and	  Target	  Discipline	  
Area,	  and	  within	  each	  of	  these	  main	  categories	  there	  are	  17	  sub-­‐categories.	  The	  goal	  of	  the	  
annual	  program	  and	  larger	  interlinked	  program	  cycles	  (as	  described	  in	  Chapter	  Three	  –	  The	  
Model)	  was	  to	  ensure	  that	  all	  the	  criteria	  were	  addressed.	  The	  work	  to	  achieve	  the	  goal	  was	  
undertaken	  through	  the	  development	  and	  delivery	  of	  a	  range	  of	  activities	  that	  combined	  
into	  a	  network	  of	  programs.	  	  
	  
	  
Figure	  2.2.	  The	  Pugh	  Matrix	  layout	  with	  primary	  and	  sub	  KPI	  criteria	  categories	  for	  CIP	  program.	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The	  type	  of	  activities	  and	  scale	  of	  the	  program	  offered	  was	  negotiated	  via	  a	  combination	  of	  
determining	  factors	  including:	  
• The	  site	  capabilities;	  
• The	  level	  of	  interest,	  participation	  and	  perceived	  need;	  and	  
• The	  level	  of	  support	  from	  academic	  staff	  to	  act	  as	  knowledge	  banks	  in	  their	  relevant	  
field	  of	  expertise.	  
The	  Pugh	  Matrix	  structure	  captures,	  in	  an	  uncluttered	  manner,	  the	  data	  generated	  from	  the	  
programming	  design.	  The	  Pugh	  Matrix	  was	  adapted	  to	  reveal	  the	  logic,	  and	  demonstrate	  the	  
servicing	  of	  the	  diverse	  range	  of	  criteria	  that	  the	  CIP	  program	  activities	  and	  the	  programming	  
structure	  attempt	  to	  address.	  Before	  the	  proposed	  programming	  model	  (drawn	  out	  of	  the	  
CIP	  program)	  is	  presented,	  context	  relating	  to	  other	  sites,	  histories	  and	  programs	  in	  the	  
Digital/New	  Media	  field	  are	  gathered	  through	  the	  contextual	  review,	  which	  narrows	  the	  field	  
via	  a	  set	  of	  criteria	  illustrated	  in	  Figure	  2.3	  Visual	  representation	  of	  the	  context	  review	  criteria,	  
and	  places	  the	  CIP	  program	  within	  the	  relevant	  cultural	  and	  historical	  landscape.	  
	  
Figure	  2.3	  Visual	  representation	  of	  the	  context	  review	  criteria,	  illustrates	  the	  criteria	  by	  which	  
the	  contextual	  review	  research	  was	  corralled.	  The	  widest	  field	  of	  consideration	  (represented	  by	  
Figure:	  2.3.	  Visual	  representation	  of	  the	  context	  review	  criteria,	  for	  identifying	  similar	  site	  to	  CIP.	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the	  outer	  ring)	  is	  the	  field	  of	  visual	  arts	  display	  and	  engagement	  –	  commonly	  understood	  as	  the	  
art	  gallery	  and	  museum	  sectors.	  Within	  that	  broad	  field,	  the	  investigation	  area	  was	  narrowed	  
down	  to	  the	  intersection	  of	  practice	  represented	  by	  the	  three	  inner	  rings.	  This	  being:	  The	  
presence	  of	  a	  curator	  or	  the	  curated	  display	  of	  work,	  in	  a	  non-­‐traditional	  site,	  that	  is	  utilising	  
the	  systems	  of	  traditional	  sites	  and	  mechanisms	  of	  visual	  arts	  display.	  
	  
The	  blue	  highlighted	  section	  at	  the	  centre	  of	  Figure	  2.3	  Visual	  representation	  of	  the	  context	  
review	  criteria	  indicates	  the	  localised	  focus	  of	  the	  contextual	  review	  within	  the	  parameters	  
described.	  The	  yellow	  star	  indicates	  the	  final	  step,	  which	  sought	  to	  find	  examples	  of	  a	  
curated	  display	  and	  engagement	  program	  of	  Digital/New	  Media	  art	  within	  a	  university	  
context.	  
	  
The	  review	  criteria	  was	  derived	  from	  the	  vision	  and	  purpose	  of	  the	  CIP	  site	  as	  garnered	  
through	  discussions	  with	  the	  then	  Director	  of	  Precincts	  –	  Professor	  Peter	  Lavery	  and	  reading	  
transcripts	  of	  interviews	  undertaken	  by	  Professor	  Helen	  Klaebe	  for	  the	  book	  Sharing	  Stories:	  
A	  Social	  History	  of	  the	  Kelvin	  Grove	  Urban	  Village	  (Klaebe,	  2006).	  Lavery’s	  overall	  vision	  was	  
for	  the	  precinct	  to	  be	  a	  site	  of	  possibilities,	  facilitated	  by	  the	  style	  and	  capacity	  of	  the	  
buildings	  as	  porous	  architecture	  that	  would	  nurture	  collaboration	  and	  new	  interdisciplinary	  
creative	  experimentation.	  The	  Block,	  being	  the	  hub	  of	  the	  concept,	  stands	  as	  an	  enabled	  
digital	  media	  multimodal	  site,	  wired	  for	  digital	  audiovisual	  capabilities	  (Lavery,	  2005).	  
Lavery’s	  tactic,	  as	  Hartley	  observed,	  was	  a	  “particular	  philosophy	  …	  that	  causes	  people	  to	  
interact	  and	  collaborate”	  (Hartley,	  2005,	  p.	  95).	  Through	  investigation	  a	  revised	  criteria	  was	  
developed	  to	  include:	  
• The	  running	  of	  extensive	  public	  engagement	  programs;	  
• Non-­‐traditional	  physical	  sites	  –	  outside	  architectural	  structure	  of	  the	  white	  walled	  
modernist	  gallery	  and	  the	  associated	  traditions	  of	  behavior	  such	  as	  opening	  hours	  
and	  exhibition	  durations	  within	  a	  display	  centric	  rolling	  program;	  
• Utilisation	  of	  the	  mechanisms	  of	  the	  gallery	  sector	  –	  curators,	  exhibitions	  framework	  
and	  their	  associate	  outputs,	  to	  support	  the	  legitimisation	  of	  the	  site	  and	  program;	  
• A	  focus	  on	  a	  Digital/New	  Media	  sector	  of	  the	  creative	  landscape;	  and	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• Engaging	  with	  a	  range	  of	  audiences	  –	  where	  audiences	  are	  made	  up	  of	  participants	  
who	  engage	  with	  program	  events.	  
	  
The	  review	  led	  to	  the	  three	  most	  closely	  related	  sites:	  FACT	  Liverpool;	  Eyebeam,	  New	  York;	  
and	  Gray	  Area,	  San	  Francisco.	  However,	  none	  of	  these	  organisations	  publicly	  promote	  or	  
reveal	  their	  programming	  structure	  or	  engagement	  methodology.	  This	  may	  be	  because	  that	  
knowledge	  is	  tacit	  rather	  than	  explicit,	  though,	  it	  might	  equally	  be	  that	  these	  directors	  
clearly	  understand	  the	  value	  of	  their	  knowledge,	  and	  that	  their	  know-­‐how	  is	  their	  stock-­‐
in-­‐trade	  –	  their	  professional	  Intellectual	  property	  and	  as	  such	  represents	  their	  employment	  
value.	  Therefore,	  it	  does	  not	  make	  good	  business	  sense	  to	  offer	  their	  knowledge	  into	  the	  
public	  domain.	  Of	  course,	  these	  organisations’	  innovative	  programming	  models	  do	  not	  go	  
unnoticed	  by	  researchers.	  For	  instance,	  theorist	  Claire	  Doherty	  in	  her	  article	  The	  institution	  is	  
dead!	  Long	  live	  the	  institution!	  (2004),	  identifies	  FACT	  as	  being	  a	  location	  that	  “distinguishes	  
itself	  from	  the	  conventional	  gallery	  or	  Arts	  Centre	  model	  by	  having	  an	  integrated	  …	  
programming	  approach”	  (Doherty,	  2004).	  In	  light	  of	  the	  increasing	  diversity	  of	  emerging	  
sites	  of	  engagement	  and	  the	  possibility	  of	  venturing	  into	  unchartered	  territories	  of	  cultural	  
content	  and	  audience	  experience,	  the	  research	  project	  of	  the	  CIP	  experience	  and	  the	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CHAPTER	  ONE	  –	  CONTEXTUAL	  REVIEW	  
	  
It	  is	  necessary	  to	  situate	  the	  curators	  as	  the	  person	  who	  must	  respond	  to	  the	  challenges	  faced	  
at	  a	  specific	  cultural	  site	  within	  the	  broader	  picture	  of	  their	  practice.	  The	  contextual	  review	  
chapter	  briefly	  outlines	  the	  history	  of	  the	  art	  museum	  and	  the	  role	  it	  has	  played	  in	  framing	  
society’s	  mainstream	  understanding	  of	  art.	  Where	  possible	  the	  research	  has	  drawn	  upon	  
and	  refers	  to	  the	  local	  Australian	  cultural	  landscape.	  It	  considers	  the	  gallery’s	  continuing	  role	  
in	  defining	  contemporary	  art	  and	  the	  cultural	  discourse	  as	  well	  as	  identifying	  the	  traditional	  
and	  enduring	  mechanisms	  and	  perceived	  purposes	  of	  these	  institutions	  within	  society.	  I	  am	  
aware	  that	  there	  is	  an	  ongoing	  contemporary	  debate	  regarding	  the	  role	  of	  the	  curator	  at	  
large,	  one	  that	  is	  being	  reflected	  in	  the	  evolving	  curriculum	  of	  educational	  curatorial	  
programs.	  However	  for	  the	  purposes	  of	  the	  research	  project	  these	  broader	  discussions	  
remain	  outside	  the	  scope	  of	  the	  document.	  The	  contextual	  review	  is	  primarily	  focused	  on	  
the	  discourse	  and	  examples	  that	  address	  the	  programming	  and	  organisational	  structures	  
aligned	  with	  the	  display	  and	  engagement	  of	  Digital/New	  Media	  practice,	  as	  illustrated	  in	  
figure	  2.3	  Visual	  representation	  of	  the	  context	  review	  criteria.	  This	  research	  investigated	  the	  
established	  role	  of	  the	  expert	  (the	  visual	  arts	  curator	  within	  the	  heritage	  of	  curatorship	  in	  
institutions	  and	  organisations),	  the	  strategies	  that	  new	  art	  forms	  have	  historically	  
undertaken	  to	  stretch	  these	  boundaries	  of	  the	  established	  art	  canon,	  and	  the	  tensions	  
underpinning	  curatorial	  practice	  in	  non-­‐traditional	  sites,	  such	  as	  CIP.	  The	  research	  examines	  
the	  structures	  for	  the	  display	  of	  known	  and	  recognised	  practices,	  alongside	  the	  challenges	  of	  
displaying	  the	  new	  and	  unknown.	  Many	  texts	  have	  been	  written	  regarding	  the	  history	  of	  
visual	  art,	  but	  due	  to	  scope	  and	  scale	  here,	  the	  research	  project	  can	  only	  touch	  on	  key	  
developments	  in	  what	  can	  plainly	  be	  described	  as	  an	  immense	  area	  of	  history	  and	  theoretical	  
discourse.	  The	  focus	  for	  the	  research	  was	  to	  create	  a	  contextual	  framework	  within	  which	  to	  
situate	  the	  Creative	  Industries	  Precinct	  (CIP)	  and	  The	  Block	  as	  a	  space	  for	  display.	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ART	  AND	  THE	  GALLERY:	  A	  BRIEF	  OVERVIEW	  
	  
The	  role	  of	  the	  art	  gallery	  or	  art	  museum6	  in	  the	  late	  eighteenth	  and	  nineteenth	  centuries,	  
along	  with	  the	  emergence	  of	  the	  curator	  in	  the	  twentieth	  century,	  created	  a	  unique	  
relationship	  between	  Art	  and	  Society.	  A	  role	  in	  which	  Art	  was	  positioned	  as	  a	  means	  to	  make	  
our	  lives	  better	  and	  more	  enriched,	  beyond	  that	  offered	  by	  our	  everyday	  experiences	  
(McClellan,	  2003,	  pp.	  1-­‐2).	  These	  utopian	  principles	  continue	  to	  influence	  ‘white	  walled’	  
modernist	  galleries	  of	  the	  twentieth	  century.	  Society’s	  consensus	  in	  the	  role	  of	  art	  and	  the	  
art	  gallery	  remains	  entrenched	  in	  the	  ideals	  of	  the	  Enlightenment	  and	  early	  nineteenth	  
century	  democracy.	  As	  Cuno	  notes,	  “Museums	  are	  given	  the	  public’s	  trust	  to	  fund	  that	  is,	  
deepen	  and	  renew,	  our	  collective	  regard	  for	  art	  and	  its	  capacity	  to	  enrich	  our	  lives”	  (Cuno,	  
2001,	  p.	  46).	  Andrew	  McClellan	  asserts	  that	  the	  buy-­‐in	  comes	  from	  current	  stakeholders,	  
with	  contemporary	  gallery	  vision	  statements	  strongly	  echoing	  the	  aspirations	  of	  the	  early	  
nineteenth	  century.	  These	  statements	  tend	  towards	  rhetoric	  around	  ideas	  of	  public	  service	  
and	  democratic	  access	  (McClellan,	  2003,	  p.	  1).	  For	  example,	  the	  vision	  statement	  of	  
Queensland	  Art	  Gallery/Gallery	  of	  Modern	  Art	  (QAG/GOMA)	  Annual	  Report	  2012–13	  reads,	  
“Increased	  quality	  of	  life	  for	  all	  Queenslanders	  through	  enhanced	  access,	  understanding	  and	  
enjoyment	  of	  the	  visual	  arts”	  (GOMA,	  2013,	  p.	  4).	  These	  aspirations	  are	  equally	  reflected	  in	  
the	  National	  Gallery	  of	  Australia’s	  vision	  and	  mission	  statements,	  the	  cultural	  enrichment	  of	  
all	  Australians	  through	  access	  to	  their	  national	  art	  gallery	  …	  [and]	  the	  purpose	  of	  the	  gallery	  
is	  to	  serve	  the	  public”	  (National	  Gallery	  of	  Australia	  –	  Vision	  +	  Policies,	  n.a).	  The	  modern	  art	  
museum	  remains,	  as	  Crook	  suggests,	  “A	  production	  of	  Renaissance	  humanism,	  eighteenth-­‐
century	  enlightenment	  and	  [the	  ideal	  of]	  nineteenth-­‐century	  democracy”	  (Crook	  cited	  in	  
Alexander	  &	  Alexander,	  2008,	  p.	  8).	  However,	  as	  Digital/New	  Media	  curators	  can	  attest,	  the	  
art	  museum	  model	  does	  not	  so	  successfully,	  or	  comfortably,	  suit	  the	  rapidly	  changing	  and	  
experimental	  nature	  of	  contemporary	  art	  practice	  (non-­‐object	  based,	  non-­‐material	  based	  
media)	  in	  a	  digital	  age	  where	  the	  style	  of	  practice	  and	  process,	  and	  the	  artwork	  produced	  are	  
displayed.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  6	  For	  the	  purpose	  of	  the	  thesis	  the	  terms	  Art	  Museum	  and	  Art	  gallery	  are	  interchangeable.	  Both	  are	  used	  to	  describe	  public	  spaces	  that	  
function	  as	  display	  sites	  for	  Art.	  The	  scope	  of	  the	  research	  project	  and	  thesis	  is	  not	  concerned	  with	  the	  different	  roles	  played	  by	  museums	  
with	  collections	  and	  galleries	  that	  predominately	  only	  display	  works.	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As	  Sarah	  Cook	  notes,	  “According	  to	  traditional	  notions	  of	  art’s	  objecthood,	  these	  projects	  …	  
do	  not	  necessarily	  qualify	  as	  art	  because	  they	  cannot	  be	  commodified	  or	  distributed	  in	  the	  
ways	  usual	  for	  art”	  (Cook,	  2008b,	  p.31).	  Thus	  the	  accepted	  position	  of	  art	  museums	  –	  as	  sites	  
of	  cultural	  meaning-­‐making,	  dissemination	  and	  collection	  of	  the	  cultural	  artefacts	  of	  our	  time	  -­‐	  
is	  challenged	  by	  the	  Digital/New	  Media	  sector	  of	  the	  late	  twentieth	  and	  early	  twenty-­‐first	  
centuries	  cultural	  practice.	  
	  
Unless	  those	  artefacts	  are	  “almost	  entirely	  static	  –	  even	  if	  time-­‐based”	  (Gere,	  2008,	  p.	  23)	  (such	  
as	  video),	  they	  are	  not	  being	  actively	  collected	  or	  shown	  by	  important	  custodians	  of	  culture	  
(Gere,	  2008,	  pp.	  23-­‐25).	  We	  write	  the	  future	  by	  choosing	  legacies	  from	  the	  now,	  and	  through	  
institutional	  collecting,	  we	  make	  these	  available	  to	  both	  future	  generations	  and	  ourselves.	  If	  
the	  field	  of	  Digital/New	  Media	  cultural	  practice	  is	  absent	  from	  the	  gallery	  and	  art	  museum	  
collections,	  we	  are	  at	  risk	  of	  loosing	  our	  cultural	  response	  to	  the	  emergence	  of	  the	  digital	  era	  
(Gere,	  2008,	  p.	  25).	  Therefore,	  the	  curatorial	  practitioner’s	  challenge	  in	  this	  environment,	  
which	  informs	  the	  subsequent	  programming	  model	  developed	  for	  the	  research,	  focuses	  on	  
how	  we	  use	  known	  mechanisms	  of	  cultural	  display	  and	  their	  authority	  to	  support,	  declare,	  
present,	  document	  and	  propose	  new	  cultural	  practice.	  Such	  a	  task	  is	  clearly	  too	  large	  for	  the	  
limited	  scope	  of	  a	  small	  project,	  but	  examining	  the	  research	  question	  here	  addresses	  an	  
integral	  element	  of	  the	  broader	  challenge	  for	  contemporary	  curatorial	  practitioners.	  It	  is	  
important	  then	  to	  present	  a	  broad	  overview	  of	  the	  historic	  narrative	  of	  public	  art	  galleries;	  a	  
journey,	  that	  although	  far	  from	  comprehensive,	  will	  set	  the	  scene	  and	  identify	  the	  key	  
principles	  and	  assumptions	  of	  the	  role	  of	  art,	  art	  galleries	  and	  curators.	  The	  contextual	  scan	  
reveals	  sites	  from	  which	  the	  challenges	  of	  Digital/New	  Media	  exhibitions	  emerged.	  
	  
PUBLIC	  ART	  GALLERIES	  
	  
It	  is	  commonly	  understood	  that	  the	  first	  public	  galleries	  and	  museums,	  arose	  in	  an	  era	  of	  
significant	  change	  in	  government	  and	  social	  reformation.	  The	  Louvre,	  borne	  out	  of	  the	  
French	  revolution,	  is	  acknowledged	  as	  being	  one	  of	  the	  first	  and	  certainly	  the	  most	  
conspicuous	  examples	  of	  the	  shift	  of	  art	  from	  private	  to	  public	  display	  and	  ownership.	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Napoleon	  played	  a	  key	  role	  in	  establishing	  the	  Louvre,	  which	  he	  populated	  with	  the	  
confiscated	  eclectic	  collections	  of	  the	  French	  nobility.	  Napoleon	  also	  established	  the	  idea	  of	  
a	  system	  of	  nationally	  owned	  museums	  –	  the	  unified	  French	  museum	  system.	  This	  system	  
was	  to	  be	  an	  instrument	  of	  national	  glory	  and	  civic	  ownership.	  Although	  the	  idea	  died	  with	  
him,	  it	  became	  the	  seed	  for	  the	  national	  museum	  and	  galleries	  network	  that	  developed	  
throughout	  the	  eighteenth,	  nineteenth	  and	  twentieth	  centuries.	  (Alexander	  &	  Alexander,	  
2008,	  pp.	  8-­‐11;	  Duncan,	  1994,	  pp.	  279-­‐281).	  The	  first	  iterations	  of	  the	  public	  museum	  
emerged	  from	  a	  gifting	  culture	  of	  private	  collections;	  the	  museums’	  sector	  initial	  focus	  was	  
on	  the	  process	  of	  collecting	  and	  conserving	  these	  gifts.	  However	  soon	  after	  the	  
establishment	  of	  these	  publicly	  funded	  museums,	  the	  need	  to	  exhibit	  the	  material	  freely	  to	  
the	  public	  became	  the	  predominant	  requirement	  (McClellan,	  2003,	  p.	  92).	  Early	  exhibitions	  
were	  designed	  for	  a	  knowledgeable	  audience	  of	  scholars,	  collectors	  and	  crafts	  people.	  Early	  
displays	  were	  “a	  kind	  of	  visible	  storage	  with	  crowded	  walls	  of	  paintings	  or	  heavy	  glass	  cases	  
crammed	  with	  …	  specimens	  [and	  objects]”	  (Alexander	  &	  Alexander,	  2008,	  p.	  10).	  
	  
During	  the	  eighteenth	  and	  early	  nineteenth	  centuries,	  art	  was	  shown	  as	  part	  of	  the	  
‘everything	  else’.	  Art	  galleries,	  as	  separate	  entities,	  did	  not	  start	  to	  appear	  until	  the	  
nineteenth	  century,	  with	  the	  introduction	  of	  iconic	  venues	  such	  as	  the	  National	  Gallery,	  
(opened	  by	  Queen	  Victoria	  in	  1838)	  and	  the	  Tate	  gallery	  in	  1897	  (Alexander	  &	  Alexander,	  
2008,	  pp.	  31-­‐33).	  
	  
The	  establishment	  of	  the	  art	  gallery	  reflected	  the	  separation	  of	  art	  from	  other	  forms	  of	  
cultural	  production.	  Art	  and	  subsequently	  the	  sites	  that	  showed	  art	  became	  a	  distinct	  idea	  
and	  category	  of	  society	  (Williams,	  1988,	  p.	  41).	  Artist	  and	  art	  became	  increasingly	  
differentiated	  from	  craft	  and	  artisans,	  with	  the	  latter	  being	  understood	  as	  “skilled	  manual	  
workers	  without	  intellectual	  or	  imaginative	  or	  creative	  purposes”	  (Williams,	  1988,	  p.	  41).	  
The	  Royal	  Academy	  (1768)	  further	  entrenched	  an	  attitude	  of	  elitism	  by	  excluding	  engravers	  
(artisans)	  from	  its	  membership	  (Williams,	  1988,	  pp.	  40-­‐42).	  The	  idea	  of	  Fine	  Art,	  as	  a	  separate	  




CURATING	  IN	  UNCHARTERED	  TERRITORIES	   	   LUBI	  THOMAS	  	  	  	  
	  	   23	  
As	  Burgin	  notes	  the	  “basic	  configuration	  of	  ideas	  and	  institutions,	  which	  circumscribe	  our	  
view	  of	  Art	  today,	  was	  assembled	  in	  the	  eighteenth	  century”	  (Burgin	  cited	  in	  Prior,	  2002,	  p.	  
25).	  A	  configuration	  of	  ideals	  that	  includes	  the	  unquestionable	  desirability	  for	  society	  to	  have	  
galleries	  that	  house	  specialised	  people	  (directors	  and	  curators)	  who	  collect,	  care	  for	  and	  
display	  our	  heritage	  on	  our	  behalf	  (Prior,	  2002,	  pp.	  24-­‐25).	  Although	  pragmatism	  and	  
opportunity	  are	  known	  to	  have	  played	  a	  major	  role	  in	  the	  development	  of	  these	  national	  
collections	  the	  directorial	  choice,	  as	  expert	  insight,	  and	  the	  enduring	  belief	  that	  what	  was	  
collected	  was	  based	  on	  merit,	  seems	  to	  prevail.	  So	  much	  so	  that	  the	  contemporary	  
discourse,	  particularly	  the	  inclusion,	  or	  lack	  of	  Digital/New	  Media	  in	  collections,	  illustrates	  
that	  the	  consequences	  of	  exclusion	  is	  that	  work	  will	  be,	  “largely	  invisible	  in	  the	  mainstream	  art	  
world	  and	  regarded	  by	  some	  as	  having	  failed”	  (Gere,	  2008,	  p.	  20).	  
	  
The	  relationship	  between	  the	  art	  being	  displayed,	  the	  display	  site	  (Gallery),	  the	  collectors	  
(directors	  and	  curators)	  and	  the	  audience	  is	  complex.	  As	  Duncan	  discusses	  in	  her	  paper	  ‘Art	  
Museums	  and	  the	  Ritual	  of	  Citizenship’	  (1994),	  Governments,	  regardless	  of	  structure	  (state,	  
monarchical	  or	  republican)	  all	  recognise	  the	  usefulness	  of	  having	  a	  public	  art	  museum	  
network.	  Such	  institutions	  present	  the	  state	  as	  the	  “preserver	  of	  past	  achievements	  and	  a	  
provider	  for	  the	  common	  good	  …	  by	  definition	  they	  [art	  galleries]	  function	  as	  clear	  
demonstrations	  of	  the	  state’s	  commitment	  to	  the	  principle	  of	  equality”	  (Duncan,	  1994,	  p.	  
93).	  That	  this	  is	  achieved	  whilst	  still	  offering	  prestige	  and	  appealing	  to	  the	  vanity	  of	  the	  
wealthy	  patron	  is	  both	  quite	  remarkable	  and	  politically	  savvy	  (Duncan,	  1994;	  Pearce,	  1995).	  
The	  same	  balancing	  act	  can	  be	  found	  within	  the	  local	  contemporary	  cultural	  landscape	  
where	  we	  see	  free-­‐of-­‐charge	  nineteenth	  century	  civic	  altruism	  combined	  with	  the	  offering	  of	  
prestige	  to	  the	  wealthy	  patron.	  Current	  examples	  include:	  the	  Institute	  of	  Modern	  Art’s	  
(IMA)	  Commissioner’s	  Circle	  (IMA,	  n.d)	  and	  QAG/Goma’s	  Chairman’s	  Circle	  (GOMA,	  n.d).	  The	  
publicly	  displayed	  object	  –	  the	  artwork	  –	  takes	  position	  in	  between.	  It	  “becomes	  the	  means	  
through	  which	  the	  relationship	  between	  the	  individual	  as	  citizen	  and	  state	  as	  benefactor	  is	  
enacted”	  (Duncan,	  1994,	  p.	  95).	  The	  enactment	  creates	  a	  “sense	  of	  citizenship	  and	  civic	  
virtue	  without	  having	  to	  redistribute	  real	  power”	  (Duncan,	  1994,	  p.	  95)	  or	  wealth;	  a	  feat,	  
Duncan	  believes,	  would	  not	  have	  been	  possible	  without	  the	  supporting	  role	  of	  the	  Art	  
History	  discipline.	  Art	  History	  created	  an	  enduring	  Grand	  Narrative	  that	  positioned	  the	  work	  
of	  art	  as	  the	  product	  of	  “an	  individual	  and	  national	  genius”	  (Duncan,	  1994,	  p.	  95).	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It	  was	  through	  the	  ‘genius’	  narrative	  that	  objects	  were	  able	  to	  be	  transformed	  from	  a	  once	  
privately	  owned	  display	  of	  wealth,	  to	  a	  publicly	  owned	  and	  obtainable	  story	  of	  our	  heritage;	  
instigated	  by	  a	  shift	  in	  emphasis	  from	  the	  owner	  to	  the	  maker	  (Duncan,	  1994,	  pp.	  94-­‐97).	  This	  
was	  the	  role	  undertaken	  by	  the	  gallery	  and	  curator	  mechanisms.	  
	  
The	  narrative	  of	  the	  ‘genius	  in	  art’	  was	  demonstrated	  via	  specific	  display	  design;	  a	  trend	  
identified	  as	  starting	  as	  early	  as	  1810	  with	  the	  Musée	  Napoleon.	  Art	  museums	  were	  quick	  to	  
create	  a	  set	  layout	  –	  the	  Classical	  Hang	  –	  by	  which	  to	  articulate	  the	  ‘story’	  in	  Art	  History.	  The	  
practice	  comprised	  of	  organising	  artists’	  works	  into	  national	  schools	  and	  then	  within	  those	  
schools	  into	  the	  masters	  and	  lesser	  artists.	  These	  displays	  were	  supported	  by	  the	  
authoritative	  text	  of	  Art	  History	  delivered	  through	  the	  voice	  of	  the	  curator.	  Through	  the	  
display	  mechanism	  the	  Great	  Artists	  category	  furnished	  with	  archetypal	  biographies	  
courtesy	  of	  the	  burgeoning	  discipline	  of	  Art	  History,	  came	  to	  the	  fore	  (Duncan,	  1994,	  pp.	  
95-­‐97;	  Grunenberg,	  1999,	  pp.	  25-­‐26).	  The	  great	  artists	  category	  and	  the	  manner	  of	  display	  
that	  enliven	  the	  idea	  through	  the	  objects	  chosen	  became	  a	  powerful	  mechanism	  by	  which	  
the	  state	  could	  demonstrate	  the	  highest	  kind	  of	  civic	  virtue	  and	  citizens	  could	  know	  
themselves	  to	  be	  a	  part	  of	  a	  civilised	  society	  through	  the	  knowing	  of	  these	  works	  (Duncan,	  
1994,	  pp.	  95-­‐97).	  The	  Classical	  Hang	  supported	  the	  ‘genius	  myth’	  and	  the	  authority	  of	  Art	  
History	  through	  the	  voice	  of	  the	  collectors	  (the	  directors	  and	  curators)	  and	  remained	  
“remarkably	  viable	  and	  coherent	  as	  an	  ideal	  until	  around	  the	  1950s,	  when	  its	  hold	  on	  the	  
museum	  community	  began	  to	  wane”	  (Duncan,	  1994,	  p.	  101).	  However	  even	  with	  the	  waning	  
of	  the	  Classical	  Hang	  exhibition,	  the	  power	  and	  position	  of	  the	  institutional	  gallery	  remains	  
omnipresent.	  A	  concern	  voiced	  by	  Gere	  who	  acknowledges	  the	  power	  of	  the	  collecting	  
institution	  as	  the	  custodians	  of	  cultural	  knowledge,	  whilst	  indicating	  the	  consequences	  
inherent	  by	  the	  lack	  of	  inclusion.	  
	  
A	  gallery	  such	  as	  the	  Tate	  is	  both	  performative	  and	  conative.	  It	  creates	  the	  past	  it	  
supposedly	  simply	  shows	  by	  what	  it	  chooses	  to	  buy,	  curate,	  conserve	  and	  display	  
or	  accept	  as	  a	  donation.	  Thus,	  it	  affects	  not	  just	  our	  understanding	  of	  and	  access	  
to	  the	  past	  but	  also	  our	  relation	  to	  the	  future	  by	  choosing	  the	  legacies	  that	  are	  
available	  to	  us	  and	  to	  future	  generations	  (Gere,	  2008,	  p.	  24)	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As	  Lang,	  Reeve	  and	  Wollard	  state,	  traditional	  art	  museums	  maintain	  a	  position	  of	  
uncontested	  authority,	  through	  which	  they	  control	  the	  physical	  and	  intellectual	  access	  to	  art,	  
and	  set	  the	  agenda	  for	  what	  is	  generally	  understood	  to	  be	  and	  not	  to	  be	  art.	  Art	  is	  on	  the	  
walls	  of	  a	  museum	  whilst	  mass	  culture	  occurs	  outside	  of	  these	  spaces	  (Lang,	  Reeve,	  &	  Wollard,	  
2006,	  p.	  7;	  Prior,	  2002,	  p.	  60).	  The	  Gallery	  represents	  a	  remarkable	  balancing	  act	  of	  power,	  
prestige,	  wealth	  and	  the	  ideal	  of	  civic	  altruism,	  all	  of	  which	  rotates	  around	  the	  exhibition	  
construct.	  The	  Exhibition	  remains	  the	  important	  mechanism	  by	  which	  current	  and	  
established	  thinking;	  propositional	  ideas	  and	  creative	  modalities	  and	  methods	  are	  accessible	  
to	  both	  an	  audience	  and	  the	  art	  world.	  Exhibitions	  represent	  and	  reveal	  the	  ever-­‐evolving	  
cultural	  discourse.	  
	  
Given	  the	  power	  of	  the	  exhibition	  and	  the	  purpose	  of	  the	  chapter	  to	  contextualise	  the	  CIP	  
program,	  it	  is	  important	  to	  highlight	  examples	  of	  institutional	  programs	  curated	  through	  a	  
discourse	  lens;	  where	  a	  specific	  theoretical	  or	  thematic	  conversation	  is	  woven	  into	  the	  
programming	  model	  over	  a	  period	  of	  time.	  Galleries,	  such	  as	  The	  Australian	  Centre	  for	  
Photography	  or	  the	  Centre	  for	  Contemporary	  Photography	  are	  medium	  centric	  (in	  both	  
cases	  –	  photographic),	  rather	  than	  discourse	  centric	  programming	  models.	  Examples	  of	  
programming,	  where	  identifiable	  strands	  of	  discourse	  can	  be	  seen	  running	  through	  a	  series	  
of	  exhibitions	  and	  programs,	  with	  the	  intent	  to	  deepen	  or	  extended	  audiences’	  knowledge	  
and	  understanding	  are	  rare.	  However	  GOMA/QAG’s	  very	  successful	  Asia	  Pacific	  Triennial	  
(APT)	  and	  the	  three	  iterations	  of	  the	  biennial	  National	  New	  Media	  Art	  Awards	  (which	  lost	  
funding	  in	  2012,	  (Cormack,	  2012)	  could	  be	  included	  in	  such	  examples.	  
	  
The	  APT	  has	  a	  strong	  and	  rich	  geographic	  focus	  that,	  as	  Butler	  notes,	  recalibrates	  the	  western	  
centric	  art	  discourse	  (Butler,	  2012).	  The	  cyclic	  nature	  of	  The	  APT,	  over	  a	  considerable	  time	  
and	  investment,	  has	  exposed	  and	  deepened	  a	  local	  and	  international	  audience’s	  discovery,	  
understanding	  and	  appreciation	  of	  another’s	  art	  history.	  Through,	  several	  iterations	  (The	  
APT	  2013	  being	  the	  eighth)	  The	  APT	  has	  displayed	  an	  “overwhelming	  quantity	  of	  art	  being	  
made	  around	  the	  world”	  (Butler,	  2012),	  that	  has	  sat	  outside	  of,	  and	  may	  still	  be	  sitting	  
outside	  of	  the	  western	  centric	  art	  landscape.	  Through	  iterative	  programming,	  The	  APT	  has	  
developed	  a	  community	  of	  interest	  with	  audiences	  drawn	  back	  to	  each	  triennial	  to	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re-­‐connect	  with	  their	  knowledge	  acquired	  through	  previous	  shows,	  helping	  them	  to	  enrich,	  
build	  on	  and	  discover	  new	  knowledge	  around	  a	  specific	  area	  of	  discourse.	  
	  
The	  New	  Media	  Art	  Awards	  engaged	  a	  creative	  community,	  which	  due	  to	  the	  resounding	  
absence	  of	  such	  work	  previous	  to	  the	  awards,	  may	  not	  have	  been	  actively	  engaged	  with	  the	  
gallery.	  The	  awards	  created	  a	  doorway	  into	  the	  gallery	  space.	  The	  award-­‐based	  program	  
generated	  a	  snap	  shot	  of	  New	  Media	  practice	  in	  Queensland	  and	  Australia,	  one,	  which	  is	  now	  
an	  important	  and	  valuable	  legacy	  of	  New	  Media	  Practice.	  Although	  this	  was	  only	  a	  brief	  
expedition	  into	  a	  particular	  curatorial	  method	  of	  programming,	  it	  appears	  that	  regardless	  of	  
the	  successes	  of	  such	  luminaries	  as	  The	  APT,	  discourse-­‐centric	  programming	  is	  the	  exception	  
rather	  than	  the	  standard	  within	  the	  Australian	  major	  gallery	  sector.	  
	  
During	  the	  period	  of	  the	  research	  project,	  the	  current	  mode	  of	  programming	  across	  the	  
Australian	  curatorial	  landscape	  seems	  dominated	  by	  The	  Blockbuster;	  a	  programming	  tactic	  
described	  by	  Barker	  in	  Contemporary	  Cultures	  of	  Display	  (1999)	  (Barker,	  1999,	  pp.	  128–131).	  
The	  impetus	  of	  the	  approach,	  whilst	  successful	  in	  terms	  of	  attendance	  figures,	  has	  less	  to	  do	  
with	  generating	  and	  maintaining	  discourse	  engaged	  audiences	  and	  more	  to	  do	  with	  popular	  
culture	  and	  balancing	  out	  the	  program	  to	  avoid	  market	  saturation	  (Barker,	  1999,	  pp.	  127–140;	  
Boland,	  2013).	  The	  programming	  rationale	  is	  “less	  about	  art	  and	  more	  about	  a	  so-­‐called	  
tourism	  offering	  where	  the	  words	  ‘impressionist’,	  ‘Monet’,	  ‘masterpiece’	  and	  ‘Picasso’	  spell	  
instant	  audiences”	  (Boland,	  2013).	  In	  ‘Art	  for	  tourism	  sake’,	  Boland	  adds,	  “The	  blockbuster	  
show,	  is	  understood	  as	  an	  umbrella	  event	  around	  which	  merchandising	  and	  hotel	  rooms	  are	  
sold”	  (Boland,	  2013).	  The	  blockbuster	  is	  part	  of	  the	  global	  touring	  market;	  these	  expensive	  
buy-­‐in	  shows	  are	  paced	  to	  ensure	  a	  high	  return	  of	  ticket	  purchasing	  audiences	  (Barker,	  1999,	  
pp.	  127–140).	  Recent	  examples	  in	  Australia	  include:	  
• Fashion	  World	  of	  Jean	  Paul	  Gaultier:	  From	  the	  Sidewalk	  to	  the	  Catwalk	  at	  the	  
National	  Gallery	  of	  Victoria	  (NGV)	  Oct	  2014	  –	  Feb	  2015;	  
• Italian	  Masterpieces	  from	  Spain's	  Royal	  Court,	  Museo	  del	  Prado	  at	  the	  NGV,	  May	  –	  
Aug	  2014;	  
• Toulouse	  Lautrec	  –	  Paris	  and	  the	  Moulin	  Rouge	  at	  the	  National	  Gallery	  of	  Art,	  Canberra,	  
Dec	  2012	  –	  Apr	  2013;	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• Picasso:	  Masterpieces	  from	  the	  Musee	  National	  Picasso,	  Paris	  at	  the	  Art	  Gallery	  NSW,	  
Nov	  2011	  –	  Mar	  2012;	  
• Portrait	  of	  Spain:	  Masterpieces	  from	  the	  Prado	  at	  GOMA,	  Jul	  –	  Nov	  2012;	  
• Modern	  Woman:	  Daughters	  and	  Lovers	  1850	  —	  1918	  |	  Drawings	  from	  the	  Musée	  
d’Orsay,	  Paris	  at	  GOMA,	  Mar	  –	  Jun	  2012;	  and	  
• Matisse:	  Drawing	  Life	  at	  GOMA,	  Dec	  2011	  –	  Mar	  2012;	  
• Masterpieces	  from	  Paris	  at	  the	  NGV,	  Dec	  2009	  –	  Apr	  2010.	  
Galleries	  engaged	  in	  annual	  or	  back-­‐to-­‐back	  blockbuster	  shows	  are	  less	  focused	  on	  a	  
programming	  vision	  or	  at	  least	  one	  that	  weaves	  ideas	  and	  discourse	  across	  periods	  of	  time	  
and	  cycles,	  and	  more	  focused	  on	  the	  business	  of	  ensuring	  the	  gallery	  services	  the	  funding	  
structures	  under	  which	  they	  function;	  one	  often	  connected	  to	  major	  events	  and	  state	  tourist	  
boards	  (White,	  2009).	  
	  
	  
RISE	  OF	  THE	  CURATOR	  
	  
Art	  in	  the	  nineteenth	  and	  twentieth	  centuries	  is	  irrevocably	  entwined	  with	  the	  history	  of	  its	  
exhibitions	  (Cherix,	  2008,	  p.	  5).	  An	  integral	  part	  of	  the	  history	  is	  the	  transition	  of	  the	  
curatorial	  role	  from	  museums	  to	  art	  galleries	  –	  from	  carer	  of	  objects	  to	  mediator	  of	  art.	  
	  
Yet	  although	  the	  curator	  has	  been	  present	  in	  the	  museum	  and	  gallery	  sector(s),	  as	  	  “formal	  
discipline	  curating	  is	  still	  in	  its	  infancy	  –	  relative	  to,	  say,	  the	  study	  of	  art	  history”	  (Matthew	  
Higgs	  int.	  Cook,	  Graham,	  Gfader,	  &	  Lapp,	  2010b,	  p.	  8).	  In	  recent	  years,	  the	  role	  of	  curating	  
has	  become	  increasingly	  professionalised,	  gaining	  recognition,	  influence	  and	  significance	  
within	  the	  art	  world.	  The	  Art	  Review	  100,	  which	  lists	  the	  world’s	  most	  influential	  art	  world	  
people	  experienced	  a	  watershed	  in	  2009,	  when	  curators	  and	  directors	  of	  galleries,	  began	  to	  
gain	  greater	  prominence	  among	  those	  with	  the	  greatest	  influence	  (Art	  Review,	  2014;	  
McSmith,	  2009).	  At	  the	  time	  of	  writing	  (October	  2014),	  the	  current	  Art	  Review	  100	  top	  four,	  
are	  either	  curators	  or	  gallery	  directors.	  Only	  three	  artists	  (Marina	  Abromovic,	  Jeff	  Koons	  and	  
Cindy	  Sherman)	  feature	  in	  the	  top	  ten.	  The	  role	  of	  the	  curator	  has	  changed	  dramatically	  over	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the	  past	  century,	  but	  its	  roots	  allude	  to	  the	  challenges,	  choices	  and	  potential	  freedoms	  for	  
contemporary	  curators.	  The	  term	  curator	  is	  derived	  from	  the	  Latin	  root	  curate	  (to	  care).	  
Traditionally,	  as	  a	  spiritual	  term7	  and	  as	  it’s	  used	  within	  the	  art	  world,	  the	  term	  was	  used	  to	  
refer	  to	  the	  role	  of	  caring	  for	  a	  collection	  of	  artifacts/objects.	  However,	  as	  contemporary	  art	  
(twentieth	  century	  art	  and	  beyond)	  started	  to	  challenge	  the	  established	  Classical	  Hang	  and	  
associated	  Grand	  Narrative	  of	  art,	  saw	  the	  role	  developed	  into	  one	  of	  mediation;	  acting	  as	  an	  
interface	  in	  “the	  development	  of	  critical	  meaning	  in	  partnership	  and	  discussion	  with	  artists	  
and	  publics”	  (Drabble	  cited	  in	  Graham	  &	  Cook,	  2010,	  p.	  10).	  However,	  the	  traditional	  idea	  of	  
the	  curator,	  as	  outlined,	  continues	  to	  prevail,	  as	  illustrated	  by	  the	  US	  Department	  of	  Labour	  
website,	  which	  describes	  the	  role	  as	  follows:	  “Curators	  –	  Administer	  collections,	  such	  as	  
artwork,	  collectibles,	  historic	  items,	  or	  scientific	  specimens	  of	  museums	  or	  other	  institutions.	  
May	  conduct	  instructional,	  research,	  or	  public	  service	  activities	  of	  institution”	  (US	  
Department	  of	  Labour,	  2010).	  
	  
The	  transition	  of	  the	  curator	  from	  Curate	  to	  Mediator	  emerged	  alongside	  the	  evolving	  
landscape	  of	  twentieth	  century	  art.	  The	  art	  landscape	  of	  100	  years	  ago	  was	  owned	  and	  
controlled	  by	  a	  few	  key	  institutions	  and	  art	  academies,	  where	  even	  the	  annual	  ‘semi-­‐official’	  
graduate	  shows	  of	  the	  time	  came	  to	  be	  dominated	  by	  the	  “self-­‐perpetuating	  cliques”	  
(Dunlop,	  1972,	  p.	  8)	  of	  major	  institutions.	  	  
	  
Art	  had	  become	  a	  club,	  with	  artists	  being	  either	  in	  the	  established	  institutionalised	  academy	  
and	  art	  history	  narratives,	  or	  not.	  Those	  on	  the	  outside,	  in	  effect	  emerging	  artists,	  had	  to	  
form	  their	  own	  sites	  of	  display	  (Dunlop	  cited	  in	  Cherix,	  2008,	  p.	  6),	  “their	  own	  counter-­‐
exhibitions,	  as	  the	  Impressionists	  did	  in	  France,	  the	  New	  England	  Art	  Club	  did	  in	  Britain,	  and	  
Viennese	  artists	  did	  in	  Austria”	  (Cherix,	  2008,	  pp.	  6–7).	  	  
	  
As	  these	  counter-­‐cultures	  developed	  during	  the	  nineteenth	  and	  twentieth	  centuries,	  art	  
discourse	  re-­‐formed	  around	  a	  dispersed	  model	  from	  key	  institutional	  galleries	  to	  the	  
exhibitions	  themselves.	  In	  Thinking	  about	  Exhibitions	  (1996)	  Reesa	  Greenberg	  acknowledges,	  
“Exhibitions	  have	  become	  the	  medium	  through	  which	  most	  art	  becomes	  known”	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  7	  	  It	  is	  a	  term	  used	  in	  the	  church	  -­‐	  the	  noun	  curate	  and	  the	  title	  of	  the	  person	  who	  assists	  a	  priest	  in	  caring	  for	  the	  needs	  of	  a	  congregation.	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(Greenberg,	  Ferguson,	  &	  Nairne,	  1996,	  p.	  8).	  The	  emergence	  of	  the	  ‘white-­‐walled’	  gallery,	  
which	  houses	  these	  moving	  feasts,	  played	  an	  important	  role	  in	  the	  transition	  of	  art	  within	  
new	  context.	  The	  modernist	  gallery	  as	  we	  know	  it	  today	  being	  a	  phenomena	  that	  occurred	  in	  
the	  1930s	  (Zabel,	  2003,	  p.	  19),	  and	  is	  linked	  to	  the	  arrival	  of	  such	  modernist	  heavy	  weights	  as	  
MoMA,	  NY	  (opening	  in	  1939,	  with	  Alfred	  Barr	  as	  first	  director).	  These	  galleries	  became	  
synonymous	  with	  the	  new	  wave	  of	  progressive,	  young	  curators	  directing	  these	  spaces;	  
curators	  and	  directors	  such	  as	  Katherine	  Dreier	  who,	  along	  with	  Man	  Ray	  and	  Duchamp	  ran,	  
what	  Walter	  Hopps	  describes	  as	  the	  first	  Modern	  Museum	  in	  America	  –	  Société	  Anonyme	  
(1920	  –	  1940s)	  (Hopps	  int.	  Obrist,	  2008b,	  pp.	  10–31).	  These	  arts	  professionals’	  organised	  
exhibitions,	  lectures	  and	  publications	  that	  were	  artist	  centric	  and	  ideas	  focused.	  They	  
organised	  exhibitions	  that	  discussed	  trends,	  current	  theoretical	  discourse,	  and	  subsequent	  
creative	  dialogue	  and	  artwork	  (Cherix,	  2008,	  pp.	  6–7).	  These	  pioneering	  curators	  all	  had	  a	  
common	  desire	  to	  enliven	  an	  environment	  that	  was	  closed	  and	  controlled	  by	  a	  few	  voices	  
(Hopps	  int.	  Obrist,	  2008b,	  pp.	  10–31).	  As	  described	  by	  Hopps	  (2008),	  Dreier,	  Man	  Ray	  and	  
Duchamp	  brought	  a	  collaborative	  artist	  approach	  to	  curating	  whilst	  James	  Johnson	  Sweeney	  
(MoMA	  and	  Guggenheim)	  was	  regarded	  as	  a	  romantic	  “who	  felt	  that	  the	  aesthetic	  
experience	  was	  a	  whole	  other	  territory	  to	  explore”	  (Hopps	  int.	  Obrist,	  2008b,	  p.	  17).	  
Sweeney	  brought	  a	  strong	  focus	  on	  exhibition	  installation	  and	  spatial	  understanding	  to	  the	  
fore,	  whilst	  Alfred	  Barr	  “had	  a	  kind	  of	  moral	  imperative	  …	  he	  preached	  that	  Modern	  art	  was	  
good	  for	  people”	  (Hopps	  int.	  Obrist,	  2008b,	  p.	  17).	  There	  was	  a	  growing	  awareness	  among	  
artists	  regarding	  the	  impact	  of	  these	  new	  sites	  as	  mechanisms	  of	  display.	  An	  awareness	  that	  
occurred	  alongside	  the	  shifting	  relationship	  and	  role	  of	  the	  curator	  as	  mediator	  between	  the	  
site,	  audience,	  and	  artists	  (O'Doherty,	  1999,	  pp.	  65–86).	  Yet,	  even	  in	  such	  a	  ‘new	  era’	  the	  art	  
world	  arguably	  remained	  as	  exclusive	  as	  the	  previous	  museum	  model.	  The	  place	  of	  
contemporary	  art	  display	  simply	  shifted	  out	  of	  the	  large	  collections	  based	  museums	  into	  
smaller	  and	  often	  privately	  owned	  commercial	  galleries,	  studios	  and	  artist	  run	  spaces,	  so	  
much	  so	  that	  “the	  history	  of	  modernism	  is	  intimately	  framed	  by	  that	  space”	  (Frampton,	  
1893,	  p.	  27).	  Conversely,	  the	  transition	  from	  museum	  to	  modernist	  art	  gallery	  saw	  the	  rise	  of	  
the	  curator	  and	  “the	  progressive	  professionalisation	  of	  the	  curator’s	  position”(Cherix,	  2008,	  
p.	  7);	  a	  circumstance	  that	  was	  only	  relatively	  recently	  formalised	  by	  the	  appearance	  of	  
curatorial	  studies	  programs	  at	  universities.	  Yet,	  as	  Christophe	  Cherix	  points	  out,	  even	  with	  a	  
formalised	  process	  of	  study,	  “the	  curators	  true	  raison	  d’être	  remains	  largely	  undefined.	  No	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real	  methodology	  or	  clear	  legacy	  stands	  out	  in	  spite	  of	  todays	  proliferation	  of	  courses”	  
(Cherix,	  2008,	  p.	  5).	  
	  
Matthew	  Collings	  encapsulates	  the	  power	  of	  the	  art-­‐gallery,	  curator	  and	  art	  history	  triad	  in	  
This	  is	  Modern	  Art	  (1999),	  when	  he	  raises	  questions	  that	  continue	  to	  confront	  the	  art	  world,	  
particularly	  those	  in	  contemporary	  art,	  such	  as:	  when	  we	  encounter	  it,	  how	  do	  we	  know	  that	  
we	  are	  looking	  at	  art?	  Collings	  argues	  that	  we	  know	  it	  is	  art	  because	  of	  the	  site	  in	  which	  we	  
see	  it	  –	  The	  Gallery	  and	  by	  association	  the	  mechanisms	  of	  the	  gallery	  –	  the	  curators,	  didactics,	  
labels,	  catalogues,	  and	  curator’s	  tours	  and	  artist	  talks.	  “The	  uniformly	  corporate	  style	  of	  art	  
galleries	  makes	  it	  clear	  [that]	  they	  are	  galleries,	  not	  a	  new	  thing	  that	  hasn’t	  got	  a	  name	  yet”	  
(Collings,	  2000,	  p.	  31)	  and	  as	  such	  we	  know	  there	  is	  structure	  behind	  those	  galleries	  that	  is	  
known	  and	  adhered	  to.	  Collings	  goes	  on	  to	  say	  that	  although	  the	  art	  can	  be	  unconventional,	  
“galleries	  must	  be	  conventional	  so	  you	  can	  tell	  it’s	  really	  art	  in	  them	  and	  not	  just	  something	  
left	  over	  from	  a	  party	  or	  murder”	  (Collings,	  2000,	  p.	  31).	  Such	  a	  conventionalist	  structure,	  
underpinning	  the	  contemporary	  gallery,	  adheres	  to	  the	  nineteenth	  century	  model	  of	  art	  
academies;	  where	  authority	  remains	  in	  the	  hands	  of	  a	  chosen	  few,	  the	  curator,	  the	  structure	  
of	  validation	  and	  the	  mediated	  art	  gallery	  site.	  
	  
	  
DIGITAL/NEW	  MEDIA	  ART	  
	  
Whilst	  we	  wait	  for	  the	  establishment	  to	  reshape	  itself	  to	  deal	  with	  present	  challenges,	  
alternative	  sites	  of	  display	  arguably	  offer	  the	  necessary	  transient	  and	  possibly	  fleeting	  
moments.	  Digital/New	  Media	  despite	  being	  identified	  and	  engaged	  with	  for	  over	  50	  years	  
remains	  in	  just	  such	  a	  moment.	  The	  following	  overview	  touches	  on	  the	  predominant	  
challenges	  and	  trends	  and	  curatorial	  practices	  in	  the	  Digital/New	  Media	  art	  sector.	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A	  BRIEF	  HISTORY	  	  	  
	  
The	  definition	  for	  Digital/New	  Media	  has	  proven	  to	  be	  as	  problematic	  as	  the	  display	  of	  the	  
work	  itself.	  Use	  of	  the	  term	  Digital/New	  Media	  in	  the	  thesis,	  attempts	  to	  capture	  a	  broad	  
field	  of	  practice,	  whilst	  also	  linking	  to	  the	  most	  commonly	  used	  term	  for	  the	  field	  -­‐	  New	  
Media.	  Paul	  acknowledges	  the	  term	  does	  not	  describe	  “the	  characteristic	  or	  aesthetics	  of	  the	  
digital	  medium”	  (Paul,	  2008,	  p.	  2),	  but	  creates	  an	  overt	  focus	  of	  the	  idea	  of	  newness	  and	  
novelty,	  as	  opposed	  to	  notions	  of	  content	  and	  the	  concept	  being	  engaged	  with	  via	  a	  variety	  
of	  technology	  based	  media.	  Digital/New	  Media	  has	  undergone	  a	  number	  of	  name	  changes	  
from	  computer	  art,	  multimedia	  art,	  Telematic8	  art,	  media	  art	  and	  new	  media	  art	  (Paul,	  2008,	  
pp.	  2–4;	  Hope	  and	  Ryan,	  2014,	  pp.	  4–6).	  Any	  static	  term	  or	  conventional	  descriptor	  for	  
Digital/New	  Media	  remains	  elusive,	  simply	  because	  “the	  technological	  and	  conceptual	  
territory	  occupied	  by	  this	  art	  form	  is	  constantly	  being	  reconfigured”	  (Paul,	  2008b,	  p.	  3).	  As	  
Hope	  and	  Ryan	  note	  “digital	  artworks	  eschew	  categorisation	  according	  to	  their	  genre	  or	  
form”	  (Hope	  and	  Ryan,	  2014,	  P.	  6).	  Paul	  recently	  used	  the	  term	  Digital/New	  Media	  defining	  
it	  as	  one	  where,	  “Artist	  as	  technologist,	  artists	  working	  with	  technologist,	  art,	  tech,	  science	  
collaborations”	  (Paul,	  2014)	  worked.	  However,	  the	  definition	  remains	  dynamic	  and	  fluid,	  
something	  that	  Paul	  argues	  is	  the	  field’s	  greatest	  asset	  and	  its	  biggest	  challenge.	  	  
	  
It	  thwarts	  the	  system	  and	  structures	  of	  the	  art	  world,	  which	  results	  in	  the	  work	  being	  alive	  
and	  dynamic,	  yet	  it	  also	  means	  that	  it	  is	  marginalised	  and	  under-­‐represented	  within	  the	  
gallery	  and	  museum	  systems	  (Gere,	  2008,	  pp.	  14–15;	  Paul,	  2008,	  pp.	  3–4).	  
	  
In	  his	  essay	  ‘New	  Media	  Art	  and	  the	  Gallery	  in	  the	  Digital	  Age’	  (2008)	  Gere	  suggests	  that	  
Digital/New	  Media	  art	  continues	  to	  be	  displayed	  in	  the	  context	  of	  a	  new	  phenomenon.	  
Stating	  that	  major	  galleries	  such	  as	  the	  “Tate	  and	  other	  such	  institutions	  fail	  to	  take	  into	  
account	  the	  long	  history	  of	  artists	  using	  and	  directly	  representing	  new	  technologies	  in	  their	  
work”	  (Gere,	  2008,	  p.	  15).	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  8	  Telematic	  art	  challenges	  the	  traditional	  relationship	  between	  active	  viewing	  subjects	  and	  passive	  art	  objects”	  (Shanken,	  2003,	  p.21).	  
	  
“Computer-­‐mediated	  communications	  networking	  between	  geographically	  dispersed	  individuals	  and	  institutions	  .	  .	  .	  and	  between	  the	  
human	  mind	  and	  artificial	  systems	  of	  intelligence	  and	  perception”	  (Ascott,	  1990,	  p.	  241).	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  A	  rich	  history	  that	  includes	  collaborating	  artists,	  engineers,	  scientists,	  and	  art	  and	  tech	  labs.	  
Notably	  Bell	  Labs	  in	  the	  1950s,	  and	  the	  work	  of	  Laposky,	  Whitney	  and	  Mathews,	  and	  the	  Art	  
and	  Technology	  program	  of	  Los	  Angeles	  Country	  Museum	  of	  Art	  (LCMA)	  that	  brought	  
together	  James	  Turrell,	  Robert	  Irwin	  and	  Dr.	  Ed	  Wortz	  of	  the	  Garrett	  Corporation	  in	  the	  1960s.	  
In	  addition,	  galleries	  such	  as	  the	  Stuttgart	  University	  Art	  Gallery	  produced	  significant	  
programs	  relating	  to	  the	  field.	  The	  Stuttgart	  Gallery	  was	  founded	  in	  1959,	  by	  Max	  Bense	  and	  
has	  a	  history	  of	  shows	  that	  included	  Georg	  Nees:	  Computergrafik	  (1965).	  Max	  Bense	  and	  
fellow	  theorist	  Abraham	  Moles	  wrote	  about	  art,	  applying	  information	  theory	  and	  
cybernetics	  theory	  (Adcock,	  1990	  pp.	  61–84;	  Bijvoet,	  1997;	  Compart,	  n.d.;	  Gere,	  2008,	  pp.	  15–
22;	  Paul,	  2014,	  pp.	  54–55;	  Wagley,	  2013).	  A	  vibrant	  history	  blossomed	  in	  the	  mid	  1960s	  that	  is	  
arguably	  best	  represented	  by	  Cybernetic	  Serendipity,	  (1968)	  –	  the	  first	  large	  international	  
exhibition	  of	  electronic,	  cybernetic	  and	  computer	  art,	  held	  at	  Institute	  of	  Contemporary	  Arts	  
(ICA)	  in	  London	  (Compart,	  n.d.).	  Digital/New	  Media	  art	  reached	  a	  peak	  of	  public	  visibility	  
during	  the	  early	  1970s	  (Gere,	  2008,	  p.	  19).	  However,	  the	  second	  generation	  of	  Digital/New	  
Media	  artists	  (late	  1970s	  and	  80s)	  faced	  a	  changing	  landscape	  where	  the	  earlier	  
technologically	  utopian	  visions	  had	  been	  eroded.	  As	  Gere	  notes	  the	  subsequent	  invisibility	  
experienced	  by	  this	  latter	  generation	  was	  due	  to	  a	  combination	  of	  wider	  social	  political	  
challenges,	  including	  a	  growing	  “suspicion	  of	  systems	  art,	  cybernetics	  and	  computers	  
because	  of	  their	  roots	  in	  the	  military	  …	  and	  their	  use	  in	  the	  Vietnam	  War”	  (Gere,	  2008,	  p.	  
19).	  A	  perspective	  that	  was	  compounded	  by	  the	  art	  establishment’s	  continued	  inability	  to	  
easily	  locate	  this	  creative	  field,	  due	  to	  it	  being	  notoriously	  difficult	  to	  display	  within	  either	  
the	  art	  history	  canon	  or	  the	  object-­‐based	  world	  of	  art.	  Even	  though	  important	  sites,	  such	  as	  
Ars	  Electronica	  (1979)	  were	  emerging,	  participation	  in	  the	  art	  world’s	  system	  of	  galleries	  and	  
museums	  generally	  diminished.	  Artists	  caught	  in	  the	  middle	  include:	  Douglas	  Davis,	  whose	  
seminal	  work	  The	  Last	  Nine	  Minutes	  (1977)	  was	  the	  first	  live	  satellite	  transmission	  
(Documenta	  VI),	  as	  well	  as	  The	  First	  Collaborative	  Sentence	  (1994)	  (Whitney	  Museum	  of	  
American	  Art,	  n.d;	  Connor,	  2013),	  which	  is	  an	  important	  work	  in	  the	  history	  of	  the	  Web	  and	  
Digital/New	  Media	  art.	  
	  
Artist/engineer	  Harold	  Cohen,	  the	  creator	  of	  AARON	  (1971),	  an	  artificial	  intelligence	  artist	  
who,	  like	  all	  the	  early	  robotic	  artists,	  struggled	  to	  exhibit	  in	  rigid	  art	  world	  venues	  (Compart,	  
n.d.;	  West,	  n.d.).	  During	  the	  late	  1960s	  to	  1990s	  Australia	  was	  represented	  by	  global	  pioneers	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including:	  Stelarc	  who’s	  work	  was	  focused	  on	  Alternative	  Interfaces	  including	  Third	  hand	  
(1976–1981);	  Jeffery	  Shaw	  who	  was	  interested	  in	  Interactivity	  and	  virtuality	  in	  works	  such	  as	  
The	  Narrative	  Landscape	  (1985–1995)	  and	  Legible	  City	  (1988);	  and	  Paul	  Brown,	  who’s	  work	  
Builder/Eater	  (1977)	  was	  recently	  included	  in	  the	  2014	  Barbican	  show	  Digital	  Revolution	  
Exhibition	  (Menezes,	  2014).	  However	  the	  crux	  of	  the	  disjuncture	  between	  the	  work	  and	  
discourse	  being	  produced	  was	  that	  the	  syntax	  of	  the	  digital	  simply	  did	  not	  connect	  with	  the	  
gallery	  structure	  –	  “Galleries	  …	  [were]	  using	  a	  different	  operating	  system”	  (Medosch	  cited	  in	  
Cook,	  2008a,	  p.	  35).	  A	  challenge	  Cook	  highlights	  in	  her	  essay	  ‘Immateriality	  and	  its	  
Discontents’	  (2008),	  which	  is	  echoed	  by	  the	  sentiments	  of	  Huffman	  who	  states,	  “New	  Media	  
is	  a	  risky	  venture	  for	  museums	  and	  art	  galleries,	  [that]	  demanded	  specialised	  knowledge	  and	  
technical	  ability”	  (Kathy	  Rae	  Huffman	  int.	  Cook,	  et	  al.,	  2010b,	  p.	  6).	  
	  
DISPLAY	  AND	  PLACE	  	  
	  
Cook	  notes	  that	  even	  seminal	  shows	  such	  as	  Les	  Immateriaux	  (1985)	  held	  at	  the	  Pompidou	  
and	  curated	  by	  Jean	  Francois	  Lyotard,	  where	  theoretical	  investigations	  around	  curation	  were	  
being	  considered	  at	  their	  highest	  philosophical	  levels	  (budget	  was	  no	  issue)	  and	  artists	  still	  
struggled	  to	  get	  their	  work	  up.	  The	  struggle	  in	  the	  case	  of	  Les	  Immateriaux	  appeared	  to	  be	  
primarily	  due	  to	  infrastructure,	  and	  a	  lack	  of	  technical	  capacity	  and	  know-­‐how	  within	  the	  
gallery	  staff.	  Cook	  identifies	  the	  work	  SOUND	  =	  SPACE	  (1985)	  by	  Rolf	  Gehlhaar,	  as	  a	  
demonstration	  of	  these	  issues.	  Gehlhaar	  encountered	  numerous	  on-­‐site	  issues	  from	  power	  
supply,	  through	  to	  lighting	  and	  ventilation	  for	  the	  computers.	  	  
Cook	  notes	  Gehlhaar’s	  experience	  as	  it	  encapsulated	  that	  of	  many	  artists’	  situations	  at	  the	  
time;	  this	  being	  that	  the	  artists	  had	  a	  far	  greater	  appreciation	  of	  the	  issues	  in	  terms	  of	  the	  
work’s	  viability	  than	  the	  galleries	  wishing	  to	  show	  the	  work	  (Cook,	  2008a,	  pp.	  26–27).	  
Gehlhaar	  finally	  resorted	  to	  borrowing	  power,	  buying	  the	  required	  equipment	  needed	  for	  
lighting	  and	  cooling,	  and	  cutting	  holes	  into	  the	  ceiling	  of	  the	  Pompidou	  to	  create	  the	  
ventilation	  needed	  to	  stop	  the	  computers	  from	  overheating	  and	  crashing	  (Cook,	  2008a,	  pp.	  
26–27).	  
	  
CURATING	  IN	  UNCHARTERED	  TERRITORIES	   	   LUBI	  THOMAS	  	  	  	  
	  	   34	  
Beyond	  these	  types	  of	  physical	  challenges,	  the	  gallery	  also	  has	  to	  deal	  with	  a	  lack	  of	  
materiality	  and	  the	  non-­‐static	  nature	  of	  the	  Digital/New	  Media	  artwork;	  a	  challenge	  that	  art	  
institutions	  designed	  for	  the	  nineteenth	  century	  object-­‐based	  art	  really	  do	  struggle	  to	  meet.	  
“Museums	  are	  places	  where	  dead	  things	  are	  kept	  to	  be	  remembered”	  (Tom	  Sherman	  cited	  
in	  Cook,	  2008a,	  p.	  28)	  and	  as	  such	  museums	  and	  galleries	  are	  both	  physically	  and	  
conceptually	  unprepared	  and	  unable	  to	  engage	  with	  work	  that	  is	  time-­‐based,	  networked,	  
ephemeral,	  transitory,	  participatory,	  customisable	  and	  variable	  (Cook,	  2008a,	  pp.	  28–30;	  
Gere,	  2008,	  pp.	  22–24;	  Paul,	  2008a,	  pp.	  53–58).	  Furthermore,	  as	  already	  mentioned,	  
Digital/New	  Media	  art	  is	  not	  embedded	  in	  and	  emergent	  from	  art	  history	  alone,	  and	  
consequently	  unlike	  traditional	  art	  forms	  it	  can	  “never	  be	  understood	  from	  a	  strictly	  art-­‐
historical	  perspective	  [as]	  the	  history	  of	  technology	  and	  media	  science	  plays	  an	  equally	  
important	  role	  in	  this	  arts	  formation”	  (Paul,	  2008b,	  p.	  5).	  Such	  works	  philosophically	  and	  
physically	  do	  not	  sit	  comfortably	  within	  the	  walls	  of	  the	  nineteenth	  and	  twentieth	  century	  
museum	  model	  (Paul,	  2008a,	  pp.	  54–58).	  
	  
Just	  as	  Digital/New	  Media	  insists	  on	  disrupting	  long	  held	  traditions	  and	  processes	  of	  the	  art	  
world,	  it	  also	  demands	  different	  and	  new	  approaches	  to	  the	  relationships	  and	  systems	  of	  
production,	  display	  and	  audience	  engagement.	  “Traditional	  roles	  of	  curators	  and	  artists	  are	  
being	  redefined	  and	  shifted	  to	  new	  collaborative	  models	  of	  production	  and	  presentation”	  
(Paul,	  2008b,	  p.	  2).	  The	  decline	  in	  Digital/New	  Media	  arts	  inclusion	  in	  contemporary	  art	  
exhibitions	  led	  to	  what	  Paul	  describes	  as	  a	  counterculture.	  A	  culture	  that	  incorporated	  
innovative	  curators	  and	  artists	  who	  actively	  sought	  out	  new	  models	  of	  collaborative	  
production	  and	  presentation	  (Paul,	  2008b,	  p.	  5).	  The	  field	  of	  Digital/New	  Media	  has	  
attracted	  and	  still	  attracts	  curators	  whose	  practice	  has	  shifted,	  or	  was	  never	  engaged	  in	  
museology	  and	  object	  display,	  but	  rather	  are	  interested	  and	  engaged	  in	  process-­‐based	  
methodologies	  of	  curating,	  where	  the	  idea	  of	  “temporary	  exhibitions	  and	  the	  specific	  
context	  of	  their	  audiences”	  (Cook,	  2008b,	  p.	  29)	  is	  prioritised.	  Such	  adaption,	  particularly	  
during	  the	  1990s	  and	  early	  2000s,	  saw	  the	  emergence	  of	  a	  number	  of	  Digital/New	  Media	  
focused	  galleries	  and	  institutions	  including:	  ZKM,	  BALTIC	  and	  FACT.	  These	  organisations	  ran	  
(and	  some	  still	  do	  run)	  exhibition	  centric	  programs	  of	  Digital/New	  Media	  art	  (Gere,	  2008,	  pp.	  
20–22).	  In	  addition,	  a	  variety	  of	  experimental	  shows	  saw	  curators	  and	  artists	  generating	  
metaphors	  for	  exhibiting	  Digital/New	  Media	  art,	  whilst	  also	  considering	  and	  trialling	  best	  
CURATING	  IN	  UNCHARTERED	  TERRITORIES	   	   LUBI	  THOMAS	  	  	  	  
	  	   35	  
practice	  methods	  (Cook,	  2008b,	  pp.	  33–45;	  Paul,	  2008a,	  pp.	  64–74).	  In	  Cook’s	  essay,	  she	  breaks	  
the	  conversation	  down	  into	  Exhibition	  as:	  Software	  program	  or	  data	  flow,	  and	  Tradeshow	  
and	  Broadcast.	  Cook	  positions	  these	  conceptually	  driven	  shows	  as	  contrasting	  to	  the	  
Pompidou	  and	  Lyotard’s	  Les	  Immateriaux	  approach	  to	  exhibition.	  
	  
Art	  for	  Networks	  (2002)	  Chapter	  Arts	  Cardiff,	  was	  a	  touring	  show	  that	  morphed	  and	  changed	  
like	  a	  “software	  program	  generating	  a	  new	  network	  of	  artworks	  in	  each	  gallery	  space”	  (Cook,	  
2008a,	  p.	  33).	  The	  exhibition	  could	  be	  installed	  in	  multiple	  ways	  to	  create	  different	  shows	  and	  
experiences	  that	  were	  dependent	  upon	  the	  space,	  work	  and	  audience.	  The	  Tradeshow	  
framework	  was	  useful	  because	  it	  acknowledged	  the	  challenges	  of	  stability	  and	  complexity	  of	  
engagement	  that	  early	  Digital/New	  Media	  works	  presented.	  Through	  short	  one-­‐day	  
presentations,	  whilst	  the	  work	  was	  effectively	  supported	  through	  the	  presence	  of	  the	  artists	  to	  
mediate,	  the	  idea	  of	  the	  precious	  art	  object	  was	  disrupted.	  DMZ	  Festival	  (2003)	  extended	  the	  
concept	  to	  a	  two	  day	  distributed	  festival	  inspired	  by	  the	  concept	  of	  a	  demilitarised	  zone	  as	  a	  
freely	  accessible	  space.	  The	  postmortem	  of	  DMZ	  criticised	  the	  festival	  for	  not	  being	  accessible	  
to	  a	  wider	  public,	  however	  the	  sector	  felt	  it	  was	  an	  important	  networking	  experience	  and	  a	  
success,	  stating	  that	  their	  audience	  and	  collaborators	  were	  one	  and	  the	  same	  (Cook,	  2008a,	  pp.	  
35–36).	  Equally,	  the	  concept	  of	  Broadcast,	  as	  exemplified	  by	  Swansong	  (2002)	  relocated	  the	  
artwork	  back	  into	  its	  native	  environment	  –	  an	  action	  that	  reflects	  and	  respects	  the	  temporal	  
and	  iterative	  nature	  of	  Web-­‐Art.	  The	  framework	  embraced	  the	  context	  of	  the	  work	  recognising	  
that,	  as	  a	  type	  of	  work,	  it	  was	  “site-­‐specific	  and	  hence	  problematic	  when	  separated	  from	  the	  
network	  and	  placed	  in	  a	  [traditional	  art]	  gallery	  space”	  (Cook,	  2008a,	  p.	  38).	  
These	  exemplars	  offer	  methods	  and	  models	  of	  curation	  and	  display	  that	  enfold	  the	  context	  
of	  the	  display	  site	  and	  the	  nature	  of	  the	  work	  (immaterial	  and	  time-­‐based)	  into	  the	  design	  of	  
the	  show	  and	  subsequently	  the	  audiences	  experience	  and	  understanding	  of	  the	  work.	  To	  
remove	  Digital/New	  Media	  art	  from	  the	  world	  –	  in	  which	  the	  context	  is	  the	  meaning-­‐making	  
frame,	  and	  placing	  it	  into	  the	  isolated	  gallery	  holds	  real	  challenges	  and	  can	  be,	  without	  
careful	  consideration	  and	  framing	  by	  the	  curators,	  problematic	  for	  the	  work	  and	  for	  the	  
audience	  (Paul,	  2008a,	  pp.	  65–75).	  However	  the	  bypassing	  of	  the	  art	  world’s	  “context-­‐creating	  
structure…	  makes	  it	  so	  difficult	  for	  who	  should	  find	  whom”	  (Dieter	  Daniels	  cited	  in	  Cook,	  
2008b,	  p.	  32);	  the	  dichotomy	  is	  that	  if	  Digital/New	  Media	  art	  forfeits	  going	  through	  these	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legitimisation	  processes,	  which	  it	  clearly	  does	  not	  fit	  into,	  it	  may	  forever	  be	  lost	  in	  the	  status	  
of	  phenomena	  and	  become	  invisible	  over	  time.	  Something	  that	  Gere	  is	  duly	  concerned	  about.	  
	  
The	  gallery	  has	  an	  important	  role	  to	  play	  in	  making	  Digital/New	  Media	  and	  its	  off	  shoots	  
visible,	  not	  just	  now	  but	  also	  in	  the	  future,	  when	  such	  work	  will	  be	  part	  of	  art	  history.	  What	  
we	  choose	  to	  archive	  and	  thus	  preserve	  for	  future	  generations	  will	  help	  determine	  the	  
future	  (Gere,	  2008,	  p.	  25).	  
	  
Organisations	  such	  as	  FACT,	  Liverpool	  UK,	  Eyebeam,	  New	  York	  USA,	  and	  Gray	  Area,	  San	  Francisco	  
USA	  offer	  a	  different	  style	  of	  programming	  structure	  that	  has	  evolved	  with	  the	  networked	  
digital	  age.	  Broadly	  speaking	  these	  sites	  operate	  within	  the	  structural	  rethinking	  captured	  
under	  the	  discourse	  of	  New	  Institutionalism	  (Doherty,	  2004,	  p.	  1).	  As	  Claire	  Doherty	  
describes,	  New	  Institutionalism	  as	  a	  theory	  of	  practice,	  enables	  “contemporary	  art	  practice	  –	  
namely	  that	  which	  employs	  dialogue	  and	  participation,	  to	  produce	  event	  or	  process-­‐based	  
works	  rather	  than	  objects	  for	  passive	  consumption”	  (Doherty,	  2004,	  p.	  1).	  It	  uses	  reflective	  
practice	  to	  question	  the	  roles	  and	  functions	  of	  the	  art	  institution	  including,	  “conventional	  
time-­‐frames,	  programming	  and	  staffing	  structures,	  distribution	  mechanisms	  and	  marketing	  
strategies”	  (Doherty,	  2004,	  p.	  2).	  
	  
New	  Institutionalism	  discourse	  identified	  the	  need	  for	  sites	  of	  dynamic	  programming	  that	  
are	  part	  community	  centre,	  part	  laboratory	  and	  part	  academy,	  as	  opposed	  to	  showrooms.	  
Art,	  according	  to	  the	  New	  Institutionalism	  lens	  has	  come	  to	  need	  active	  spaces	  rather	  than	  
those	  equipped	  merely	  for	  passive	  observation.	  For	  Digital/New	  Media,	  the	  passiveness	  and	  
separateness	  of	  the	  modernist	  gallery	  had	  already	  proven	  to	  be	  problematic	  (Cook,	  2008a,	  
pp.	  31–38),	  and	  as	  such	  a	  number	  of	  organisations	  engaged	  in	  the	  Digital/New	  Media	  
adopted	  or	  reflected	  the	  New	  Institutionalism	  approach.	  The	  openness	  of	  some	  Digital/New	  
Media	  focused	  Art	  Centre	  directors	  to	  experiment	  in	  the	  dismantling	  of	  the	  audience,	  the	  
artwork	  and	  the	  site	  relationship	  was	  evident.	  Such	  responsive	  programming	  offered	  a	  
model	  for	  curating	  new	  forms	  of	  artistic	  process	  and	  engagement	  that	  went	  beyond	  the	  
physical	  limitations	  of	  the	  exhibition	  space	  (Doherty,	  2004).	  FACT,	  Whitechapel	  and	  Institute	  
for	  International	  Visual	  Arts	  (INIVA)	  were	  identified	  as	  adopting	  such	  an	  approach	  (Doherty,	  
2004),	  running	  programs	  that	  are	  distinct	  from	  the	  conventional	  gallery	  or	  Arts	  Centre	  model.	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Their	  inter-­‐disciplinary	  approach	  to	  programming	  and	  staffing	  structures	  (the	  integration	  of	  
the	  programming	  staff	  across	  exhibitions,	  education,	  public	  engagement	  etc.)	  includes	  
curation	  by	  strands	  of	  interest	  or	  conversation	  and	  piloting	  new	  models	  of	  engagement	  and	  
community	  building	  via	  a	  range	  of	  activities	  and	  events.	  It	  is	  an	  approach	  of	  priorities	  that	  
separates	  these	  sites	  and	  others	  such	  as	  Eyebeam	  and	  Gray	  Area	  (USA)	  from	  the	  standard	  Art	  
Centre	  or	  institution	  (Doherty,	  2004,	  p.	  2).	  As	  already	  discussed,	  these	  idea-­‐driven	  strands	  of	  
programming	  are	  rarely	  evident	  in	  Australia	  with	  the	  APT,	  as	  discussed	  earlier	  in	  the	  chapter,	  
being	  the	  potential	  exception.	  
	  
In	  his	  essay	  ‘Death	  by	  Wall	  Label’	  (2008),	  Jon	  Ippolito	  draws	  our	  attention	  to	  another	  cultural	  
distinction	  between	  the	  conventions	  and	  assumptions	  of	  the	  gallery	  system	  and	  the	  modes	  
of	  production,	  display,	  non-­‐materiality	  and	  transitory	  nature	  of	  Digital/New	  Media	  art.	  He	  
describes	  the	  gallery’s	  conventional	  Wall	  Label	  as	  “the	  pins	  that	  fix	  the	  butterflies	  [wings]	  of	  
new	  media	  to	  the	  museum	  walls”	  (Ippolito,	  2008,	  p.	  108).	  Ippolito’s	  critique	  is	  that	  the	  wall	  
label	  functions	  under	  a	  set	  of	  conventions	  that	  include	  static	  objects	  and	  single	  authors,	  
which	  he	  contrasts	  to	  some	  of	  the	  common	  modes	  of	  creation	  within	  Digital/New	  Media,	  
including	  authorial	  fluidity	  and	  anonymity.	  The	  reductive	  and	  static	  structure	  of	  the	  Wall	  
Label	  can	  be	  transposed	  to	  the	  catalogue,	  collection	  management	  and	  citation	  systems	  as	  
well	  –	  all	  being	  designed	  for	  a	  single	  creator,	  producing	  a	  date	  stamped,	  as	  object	  based,	  
static	  artworks.	  Ippolito	  notes	  that	  the	  Wall	  Label	  and	  want	  underpins	  it	  may	  be	  the	  greatest	  
threat	  to	  digital	  culture	  (Ippolito,	  2008,	  p.	  106).	  The	  Wall	  Label	  convention	  is	  not	  set	  within	  a	  
frame	  work	  that	  can	  acknowledge	  such	  modes	  of	  convention	  as	  authorial	  fluidity,	  or	  
iterative	  processes	  of	  the	  artists,	  programmers,	  and	  engineers	  whom	  may	  band	  together	  
under	  a	  single	  group	  name	  or	  identity	  to	  create	  and	  recreate	  works	  (Ippolito,	  2008,	  pp.	  108–
109).	  Equally	  anonymity	  as	  a	  form	  of	  subversion,	  and	  diffusing	  accountability	  is	  a	  tactic	  that	  
was	  taken	  up	  by	  groups	  such	  as	  the	  Guerrilla	  Girls	  and	  online	  creators	  etoy,	  RTMart	  and	  
Bureau	  of	  Inverse	  Technologies.	  The	  art	  world	  and	  certainly	  art	  markets	  remain	  ill	  equipped	  
to	  deal	  with	  these	  types	  of	  authorial	  slippages.	  	  
	  
Digital/New	  Media	  art	  challenges	  the	  “curator	  to	  rethink	  the	  practice	  of	  exhibiting	  static,	  
unchanging	  aesthetic	  objects	  in	  favor	  of	  presenting	  dynamic,	  durational	  changing	  projects”	  
(Ippolito,	  2008,	  pp.	  108–109),	  and	  for	  the	  art	  world	  to	  conceive	  art	  beyond	  the	  object.	  Cook	  
CURATING	  IN	  UNCHARTERED	  TERRITORIES	   	   LUBI	  THOMAS	  	  	  	  
	  	   38	  
echoes	  Ippolito’s	  concern,	  stating	  that	  Digital/New	  Media	  art	  is	  “currently	  between	  its	  
emergence	  and	  its	  historicization”	  (Cook,	  2008b,	  p.	  32),	  and	  as	  yet,	  the	  work	  cannot	  be	  
identified	  (labelled)	  and	  preserved	  in	  the	  appropriate	  transitory	  manner	  in	  which	  it	  resides.	  
The	  risk	  in	  doing	  so	  is	  that	  works	  will	  be	  misrepresented	  or	  simply	  lost	  (Cook,	  2008b,	  p.	  32).	  
The	  challenges	  in	  developing	  best	  practice	  processes	  for	  effective	  display	  are	  fundamental	  
concerns	  of	  the	  institutional	  based	  curator.	  As	  Gere	  (2008)	  and	  Daniel	  (2008)	  note,	  inclusion	  
via	  display	  and	  engagement	  within	  institutional	  programs	  is	  still	  the	  optimum	  route	  for	  such	  
artwork	  to	  become	  enfolded,	  collected	  and	  preserved	  for	  future	  legacy.	  
	  
There	  are	  a	  number	  of	  Digital/New	  Media	  focused	  programs	  and	  centres	  of	  display	  within	  
the	  Australian	  context	  that	  were	  researched	  for	  the	  thesis.	  These	  included	  Australian	  Centre	  
for	  Moving	  Image	  (ACMI),	  Experimenta,	  Australian	  Network	  of	  Art	  and	  Technology	  (ANAT)	  
and	  dLux	  Media	  Arts	  (dLux).	  ACMI	  is	  a	  Victorian	  state	  funded	  organisation	  based	  at	  
Federation	  Square	  Melbourne,	  and	  is	  known	  as	  the	  national	  flagship	  of	  moving	  image	  and	  
digital	  culture.	  When	  ACMI’s	  new	  quarters	  where	  finally	  completed	  2004–5	  there	  was	  a	  
demonstrated	  desired,	  through	  staff	  appointments	  in	  the	  Exhibitions	  Unit	  headed	  by	  Mike	  
Stubbs,	  to	  present	  a	  broad	  range	  of	  cultural	  activity;	  from	  popular	  Hollywood	  through	  to	  
Digital/New	  Media	  experimental	  arts.	  Regardless	  of	  highlights	  such	  as	  White	  Noise	  (2005),	  
the	  balancing	  act	  of	  positioning	  Digital/New	  Media	  art	  in	  equal	  prominence	  with	  Film	  &	  TV	  
and	  popular	  digital	  cultural	  was	  not	  maintained.	  Since	  2007,	  a	  blockbuster	  programming	  
structure,	  based	  on	  popular	  film	  &	  TV	  culture	  exhibitions,	  started	  to	  dominate	  the	  program.	  
These	  included	  Pixar:	  20	  Years	  of	  Animation	  (2007),	  Game	  On	  (2008)	  and	  Tim	  Burton:	  The	  
Exhibition	  (2010)	  (ACMI,	  2014).	  ACMI	  has	  progressively	  adopted	  the	  extended	  period	  show	  
approach	  to	  programming,	  as	  demonstrated	  by	  the	  unveiling	  of	  the	  permanent	  exhibition	  
Screen	  Worlds:	  The	  Story	  of	  Film,	  Television	  and	  Digital	  Culture	  (2009).	  Closer	  to	  home	  is	  
GOMA.	  Goma,	  Brisbane	  opened	  its	  doors	  in	  2006	  and	  included	  a	  dedicated	  black	  wall	  gallery	  
space,	  however	  besides	  the	  National	  New	  Media	  Art	  Awards	  program,	  the	  space	  is	  
dominated	  by	  the	  display	  of	  Video	  Art	  –	  a	  situation	  that	  both	  Gere	  and	  Paul	  touch	  upon,	  
stating	  that	  the	  apparent	  success	  of	  video	  art	  integration	  has	  a	  lot	  to	  do	  with	  the	  nature	  of	  
the	  work	  as	  fundamentally	  a	  static	  object.	  Video	  art	  is	  linear	  and	  contained;	  although	  it	  is	  
time	  based,	  video	  is	  enclosed,	  and	  as	  such	  does	  not	  alter	  in	  response	  to	  interaction	  or	  its	  
environment	  (Gere,	  2008,	  pp.	  22–23).	  In	  addition	  to	  these	  larger	  institutional	  exhibition	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programs,	  Australia	  has	  a	  number	  of	  commissioning	  bodies	  that	  do	  not	  have	  physical	  display	  
sites.	  These	  include	  dLux	  Media	  Arts	  (dLux)	  and	  Experimenta	  Biennale	  and	  Australian	  Network	  
of	  Art	  and	  Technology	  (ANAT).	  dLux	  has	  been	  instrumental	  in	  developing	  regional	  audiences	  
through	  the	  Regional	  Art	  Museum	  network	  (Rich,	  2011;	  Winkworth,	  2011).	  A	  programming	  
goal	  achieved	  by	  touring	  exhibitions	  packaged	  that	  include	  not	  only	  the	  work	  but	  all	  the	  
equipment	  and	  installation	  team	  as	  well.	  An	  ongoing	  and	  unmeet	  challenge	  of	  skills	  capacity	  
growth	  in	  remote	  regions	  means	  that	  an	  extensive	  and	  expensive	  touring	  model	  continues.	  
Such	  a	  model	  creates	  opportunity	  and	  limitations	  that	  are	  driven	  by	  cost	  rather	  than	  a	  lack	  of	  
interest	  or	  demand	  in	  Digital/New	  Media.	  	  
	  
Experimenta,	  established	  in	  1986,	  have	  focused	  on	  bringing	  media	  arts	  (Digital/New	  Media)	  
into	  a	  range	  of	  locations	  via	  commissioning,	  exhibiting	  and	  touring	  models,	  commissioning	  
and	  touring	  organisations	  at	  an	  Australian	  level,	  however	  due	  to	  external	  restrictions	  they	  
struggle	  to	  consistently	  work	  at	  the	  levels	  required	  to	  be	  globally	  recognised	  and	  function	  in	  
the	  manner	  that	  such	  sites	  as	  Banff	  New	  Media	  Institute,	  Eyebeam,	  Electronic	  Arts	  Intermix	  
(EAI)	  are	  able	  to	  achieve	  (Lovink,	  2001;	  Pierce,	  2005).	  Australia	  entered	  the	  early	  2000s	  with	  
a	  strong	  voice,	  as	  reflected	  on	  the	  ISEA	  conference	  2004	  proceedings,	  however	  when	  one	  
looks	  at	  the	  2006	  and	  2008	  proceedings	  a	  different	  story	  emerges.	  
The	  position	  of	  Australian	  media	  artists	  and	  theorists	  …	  is	  also	  undergoing	  a	  significant	  shift	  
–	  from	  its	  once	  distinct	  and	  visible	  presence	  (both	  as	  artists	  and	  thinkers),	  to	  an	  arguably	  
much	  more	  low	  key	  and	  ‘quiet’	  intervention...	  Australians	  are	  still	  there,	  but	  the	  presence	  of	  
the	  practice	  itself	  is	  not	  making	  the	  mark	  that	  it	  has	  in	  the	  past	  (Pierce,	  2005).	  
	  
To	  help	  in	  these	  endeavours	  of	  touring	  and	  building	  both	  skills	  in	  galleries	  and	  awareness	  in	  
audiences,	  the	  CIP	  program	  has	  toured	  a	  number	  of	  Digital/New	  Media	  shows	  such	  as	  the	  
International	  Digital	  Art	  Projects	  (IDAP)	  series.	  As	  part	  of	  the	  process,	  it	  is	  necessary	  to	  
acknowledge	  that	  a	  select	  few	  regional	  galleries	  can	  take	  on	  the	  challenge	  of	  showing	  (non-­‐
traditional)	  Digital/New	  Media	  art	  works,	  delivered	  without	  an	  extensive	  support	  package	  of	  
equipment	  and	  skills.	  Yet	  as	  Anthony	  Edwards	  (Operations	  Supervisor,	  Pinnacles	  Gallery	  
Townsville)	  identified,	  supporting	  regional	  galleries	  to	  take	  on	  these	  types	  of	  challenges	  is	  
important.	  Through	  engagement	  with	  Digital/New	  Media	  shows	  over	  the	  period	  of	  2010–
2013,	  Edwards	  noted	  a	  curiosity,	  and	  then	  an	  expectation	  and	  enjoyment	  of	  Digital/New	  
CURATING	  IN	  UNCHARTERED	  TERRITORIES	   	   LUBI	  THOMAS	  	  	  	  
	  	   40	  
Media	  was	  developed	  between	  the	  gallery	  and	  its	  audiences	  (personal	  email	  9	  June	  2010)9.	  
As	  Lovink	  points	  out	  Digital/New	  Media	  exhibiting	  and	  commissioning	  at	  secondary	  level	  
galleries,	  with	  the	  intention	  of	  expanding	  audience	  engagement	  and	  awareness	  of	  this	  
creative	  field	  is	  important.	  These	  galleries	  and	  the	  exhibitions	  that	  they	  receive	  from	  a	  
number	  of	  Australian	  touring	  organisations	  within	  the	  Digital/New	  Media	  field	  continue	  to	  
be	  at	  the	  forefront.	  Experimenta	  is	  driven	  by	  the	  intention	  to	  keep	  confirming	  Australia’s	  
place	  in	  the	  Digital/New	  Media	  world	  as	  a	  forefront	  of	  technical	  and	  artistic	  innovation,	  and	  
engaging	  this	  discourse	  within	  the	  Australian	  gallery/museum	  system	  (Experimenta,	  2009).	  
Australia	  also	  has	  a	  range	  of	  relevant	  festivals	  of	  which	  Electrofringe,	  under	  the	  umbrella	  
festival	  This	  Is	  Not	  Art	  (TiNA)	  Newcastle,	  has	  a	  particular	  focus	  on	  Digital/New	  Media	  art.	  	  
	  
As	  TiNA’s	  media	  release	  states	  “TiNA’s	  [and	  by	  association	  Electrofringe]	  focus	  is	  providing	  
artists	  and	  audiences	  with	  a	  forum	  for	  discussing	  ideas	  that	  belong	  outside	  traditional	  
institutions,	  fostering	  collaboration	  and	  discovery”	  (Time	  Out	  Sydney,	  2014).	  However	  the	  
outsider	  positioning,	  though	  reflective	  of	  the	  Australian	  exhibiting	  landscape,	  as	  identified	  by	  
Julianne	  Pierce	  in	  her	  article	  ‘Beyond	  the	  Borders	  of	  Turing-­‐Land’	  (2005),	  does	  not	  address	  
concerns	  regarding	  inclusion	  and	  legacy	  (Gere,	  2008,	  p.	  15	  &	  24).	  Pierce	  notes	  that	  although	  
we	  have	  an	  Australian	  contemporary	  art	  scene	  that	  appears	  to	  be	  increasingly	  influenced	  by	  
media	  arts,	  there	  is	  very	  little	  representation	  of	  such	  work	  in	  either	  the	  commercial	  or	  
commissioning	  gallery	  sector.	  “In	  fact	  the	  ‘art	  world’	  has	  been	  slow	  to	  embrace	  new	  media	  
arts	  practice	  and	  has	  a	  seemingly	  ongoing	  problematic	  relationship	  with	  the	  technological	  
nature	  of	  the	  work”	  (Pierce,	  2005).	  As	  Geert	  Lovink	  notes,	  the	  institutional	  structures	  in	  
Australia	  that	  could	  develop,	  support	  and	  sustain	  this	  “vital	  creative	  potential”	  (Lovink,	  2001)	  
are	  simply	  not	  big	  enough.	  Experimenta,	  dLux	  and	  ANAT	  are	  promoting,	  whilst	  the	  display	  
sector	  of	  regional	  and	  university	  galleries	  play	  an	  important	  role	  in	  ensuring	  Digital/New	  
Media	  art	  is	  visible	  in	  our	  cultural	  landscape	  (Lovink,	  2001).	  These	  smaller	  galleries	  and	  
programs	  act	  as	  a	  way	  of	  at	  least	  indicating	  and	  capturing	  Digital/New	  Media	  for	  our	  cultural	  
history	  and	  future	  (Gere,	  2008,	  pp.	  22–25).	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  9	  “Through	  the	  development	  of	  a	  program	  that	  has	  a	  strong	  focus	  on	  digital	  media	  over	  the	  course	  of	  the	  past	  4	  years,	  Pinnacles	  Gallery	  has	  
forged	  the	  development	  of	  a	  Digital/New	  Media	  audience	  within	  the	  general	  populous	  and	  within	  educators	  at	  secondary	  and	  tertiary	  
institutions.	  Through	  a	  programs	  focused	  on	  exposure	  to	  Digital/New	  Media	  (such	  as	  the	  IDA	  Projects	  exhibitions)	  there	  is	  now	  an	  
expectation	  that	  the	  gallery	  fulfills	  not	  just	  the	  haphazard	  discovery	  of	  Digital/New	  Media	  works	  within	  a	  gallery	  space	  by	  a	  passing	  
audience,	  but	  is	  'the'	  venue	  that	  fulfills	  a	  tangible	  need	  by	  audiences	  to	  experience	  and	  engage	  with	  such	  work”	  (Edwards,	  2010).	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As	  the	  reader	  will	  have	  noted	  this	  chapter	  and	  the	  narrative	  of	  Digital/New	  Media	  art	  has	  
mainly	  orbited	  around	  the	  discussion	  of	  the	  tensions	  between	  the	  site	  and	  display	  of	  art.	  
Such	  a	  focus	  is	  a	  reflection	  of	  the	  enduring	  bias,	  within	  art	  theory	  and	  discourse,	  toward	  the	  
exhibition.	  Other	  than	  New	  Institutionalism,	  there	  is	  little	  discourse	  capturing	  and	  discussing	  
cultural	  engagement	  beyond	  the	  display	  of	  the	  art	  object.	  
	  
Even	  though	  many	  of	  the	  assumptions	  and	  systems	  of	  the	  modernist	  gallery	  frame	  have	  
been	  interrogated,	  re-­‐modeled,	  or	  rejected	  for	  the	  purpose	  of	  Digital/New	  Media,	  the	  
exhibition	  itself	  remains	  the	  focal	  point.	  However,	  building	  audiences	  and	  public	  champions	  
is	  an	  equally	  important	  aspect	  of	  developing	  and	  legitimising	  the	  creative	  space.	  As	  noted	  
earlier	  in	  the	  chapter,	  the	  DMZ	  Festival	  (2003)	  post-­‐mortem	  recognised	  that	  even	  when	  works	  
were	  shown	  in	  a	  variety	  of	  non-­‐gallery	  locations,	  the	  overall	  event	  did	  not	  attract	  a	  wider	  public	  
audience	  (Cook,	  2008a,	  pp.	  35–36),	  which	  was	  not	  considered	  an	  issue.	  	  
However,	  if	  the	  field	  is	  to	  tackle	  resounding	  issues	  of	  invisibility	  then	  Digital/New	  Media	  
needs	  to	  build	  a	  wider	  awareness	  and	  representation	  beyond	  the	  artists	  and	  the	  exhibition	  
centric	  programming	  model.	  
	  
The	  contextual	  review	  reveals	  a	  combination	  of	  concerns	  and	  issues	  regarding	  the	  
relationship	  of	  Digital/New	  Media	  art	  within	  the	  exhibition	  construct	  and	  site,	  visibility	  and	  
recognition	  of	  the	  field	  and	  audience	  development	  and	  engagement	  within	  this	  field	  of	  
creative	  practice.	  It	  is	  from	  this	  contextual	  ecology	  that	  the	  focus	  of	  the	  research	  project	  
emerged.	  Drawing	  on	  knowledge	  gained	  through	  developing	  the	  CIP	  program,	  the	  research	  
project	  proposes	  a	  programming	  model	  that	  might	  support	  and	  enable	  a	  harmonious	  and	  
effective	  approach	  to	  ensuring	  that	  Digital/New	  Media	  and	  its	  associated	  creative	  fields	  do	  
not	  continue	  to	  go	  unnoticed.	  Before	  the	  model	  is	  discussed,	  it	  is	  important	  to	  gain	  a	  sense	  of	  
the	  specific	  environment	  in	  which	  it	  was	  developed.	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CHAPTER	  TWO	  –	  CREATIVE	  INDUSTRIES	  PRECINCT	  
	  
Creative	  Industries	  Precinct	  (CIP)	  was	  conceived	  and	  built	  as	  part	  of	  a	  university’s	  response	  
to	  both	  the	  growing	  discourse	  of	  inter-­‐disciplinary	  innovation	  and	  the	  experimental	  field	  of	  
Digital/New	  Media.	  A	  discourse	  connected	  to	  and	  inspired	  by,	  an	  emerging	  Creative	  
Industries	  policy.	  A	  growing	  dialogue	  relating	  to	  higher	  education	  trends,	  increased	  social	  
inclusion	  and	  new	  social	  theory	  within	  the	  context	  of	  new	  creative	  practices,	  and	  the	  notion	  
of	  the	  creative	  economy,	  mainly	  exported	  from	  the	  United	  Kingdom	  as	  a	  result	  of	  the	  1990s	  
Cool	  Britannia	  policies	  was	  the	  spark	  point	  for	  both	  CIP	  and	  the	  Creative	  Industries	  Faculty	  
(Gibson,	  2006,	  pp.	  75–77).	  QUT	  took	  advantage	  of	  a	  moment	  in	  time	  when	  an	  independent	  
land	  sale	  (next	  to	  current	  campus	  space),	  an	  awareness	  and	  desire	  for	  multi-­‐use	  spaces	  by	  
multiple	  stakeholders	  and	  a	  move	  away	  from	  universities	  as	  isolated	  institutions	  converged	  
(Klaebe,	  2006,	  pp.	  83–85).	  These	  efforts	  and	  negotiations	  resulted	  in	  not	  only	  the	  
development	  of	  a	  new	  faculty,	  The	  Creative	  Industries	  Faculty,	  but	  also	  the	  development	  of	  
the	  Creative	  Industries	  Precinct	  and	  The	  Kelvin	  Grove	  Urban	  Village	  that	  is	  nestled	  between	  
QUT	  Campuses	  (Byrne,	  2005,	  pp.	  12–50;	  Gibson,	  2006,	  pp.	  75–86;	  Lavery,	  2005,	  pp.	  141–
162).	  As	  part	  of	  the	  inception	  and	  delivery	  of	  The	  Creative	  Industries,	  Professor	  Peter	  Lavery	  
was	  commissioned	  with	  the	  task	  of	  developing	  these	  new	  Creative	  Industries	  courses.	  At	  the	  
same	  time	  Lavery	  developed	  the	  conceptual	  premise	  of	  a	  Creative	  Industries	  Precinct,	  a	  
space	  for	  collaboration,	  research	  and	  production	  (Lavery,	  2005,pp.	  141–162).	  Lavery’s	  vision	  
was	  for	  an	  experimental	  space	  that	  would	  branch	  across	  disciplines	  encapsulated	  within	  
Creative	  Industries	  and	  beyond.	  The	  Block	  played	  an	  important	  role	  in	  the	  vision	  as	  a	  
‘designed	  for	  purpose	  space’.	  The	  Block	  presents	  as	  a	  blank	  259m2	  	  canvas	  (21.78m	  x	  11.9m	  x	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The	  vision	  was	  for	  The	  Block	  to	  act	  as	  a	  commercial	  and	  cultural	  space,	  as	  a	  site	  for	  hire	  such	  
as	  corporate	  functions	  and	  sound	  studio	  for	  Film	  &	  TV,	  and	  as	  Digital/New	  Media	  
experimentation	  and	  exhibition	  space.	  
	   	  
	  
With	  12	  Audio	  Visual	  (AV)	  floor	  service	  points	  and	  another	  14	  AV	  service	  points	  in	  the	  walls,	  
The	  Block	  is	  a	  fully	  equipped	  space	  wired	  for	  dense	  multimedia	  displays.	  Each	  AV	  service	  point	  
has	  left	  and	  right	  sound	  (XLR),	  composite	  video	  (BNC),	  component	  video	  (RGBHV	  –	  BNC),	  
internet	  /	  ethernet	  connectivity	  and	  single	  phase	  power.	  
	  
	  
Above	  left:	  Figure	  4.2	  Corporate	  function.	  Above	  right:	  Figure	  4.3	  Green	  screen	  Film	  &	  TV	  production	  –	  Images	  courtesy	  QUT	  Precincts	  	  
Figure	  4.1.	  Floor	  plan	  map	  of	  The	  Block.	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Additionally	  The	  Block	  has	  three	  grid	  cranes	  with	  a	  lifting	  capacity	  each	  of	  three	  tonne.	  Each	  
lighting	  crane	  being	  fully	  serviced	  with	  two	  full	  sets	  of	  AV	  service	  points	  and	  3-­‐phase	  power	  
for	  purposes	  such	  as	  running	  dimmer	  racks	  for	  DMX	  controlled	  lighting.	  As	  testament	  to	  the	  
design	  and	  basic	  infrastructure,	  The	  Block	  continues	  a	  decade	  later,	  to	  effectively	  deliver	  a	  










The	  Parade	  Ground	  Projection	  space	  was	  envisioned,	  as	  part	  of	  a	  public	  display	  space	  that	  
would	  should	  moving	  image	  content	  to	  the	  student	  and	  wider	  population	  of	  the	  Kelvin	  
Grove	  Urban	  Village.	  The	  project	  space	  is	  a	  dual	  projection	  environment	  with	  an	  overall	  
throw	  of	  7m	  x	  2.5m	  in	  an	  8:3	  ratio	  2048	  x	  768	  pixel	  space.	  The	  data	  is	  delivered	  via	  Watchout	  
software	  that	  allows	  for	  experimental	  use	  of	  the	  projection	  area	  as	  an	  exhibition	  space.	  The	  
Loft	  is	  an	  industry	  standard	  black	  space,	  which	  was	  intended	  to	  host	  film	  screenings,	  
experimental	  live	  theatre	  and	  dance	  performances	  and	  performance	  based	  workshops.	  	  
	  In	  2003	  the	  development	  known	  as	  the	  Creative	  Industries	  Precinct	  –	  constituting	  The	  Block,	  
The	  Loft,	  The	  Parade	  Ground	  Screens	  and	  Billboard	  was	  completed.	  	  
	  Precincts.	  
	  Precincts	  and	  KGSC.	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Due	  to	  the	  scope	  and	  scale	  of	  the	  research	  project,	  the	  thesis	  notes	  connections	  across	  the	  
physical	  space	  of	  CIP,	  Chapter	  3	  –	  The	  Model,	  and	  touches	  on	  the	  hidden	  value	  of	  the	  Parade	  
Ground	  Projection	  site,	  but	  its	  primary	  focus	  is,	  The	  Block	  as	  the	  hub	  of	  the	  programming	  model.	  	  
	  
Professor	  Peter	  Lavery’s	  vision	  was	  that	  the	  precinct	  would	  be	  a	  site	  of	  collaboration,	  
research	  and	  production,	  offering	  open-­‐ended	  experimental	  space	  that	  would	  connect	  
disciplines	  encapsulated	  within	  Creative	  Industries	  Faculty.	  Lavery	  envisioned	  The	  Block	  to	  
be	  a	  space	  that	  thwarted	  the	  established	  exhibition	  framework	  of	  the	  white-­‐walled	  art	  
museum	  and	  facilitated	  the	  new	  and	  unknown	  (Lavery,	  2005,	  pp.	  141–162).	  CIP	  and	  The	  Block	  
was	  a	  location	  in	  which	  to	  display	  and	  give	  access	  to	  the	  undefined,	  unrecognised	  and	  
unknown	  emerging	  digital	  and	  hybrid	  creative	  practices.	  
	  
	  
THE	  EARLY	  YEARS	  
	  
	  
In	  the	  initial	  years	  of	  the	  Precinct,	  Lavery’s	  early	  approaches	  to	  programming	  included	  
inviting	  curators,	  key	  digital	  media	  artists	  and	  partners,	  such	  as	  ACMI	  and	  the	  Brisbane	  
Festival,	  to	  develop	  exhibitions	  and	  present	  works	  at	  The	  Block.	  This	  included:	  Transfigure	  
(2003)	  icinema’s	  Eavesdrop	  (2004),	  Mike	  Stubbs,	  Fuel	  (2005)	  and	  Keith	  Armstrong	  Intimate	  
Transactions,	  (2005–2006)	  shown	  as	  part	  of	  the	  Brisbane	  Festival.	  The	  program	  connected	  the	  











Above	  left:	  Figure	  4.8.	  Intimate	  Transactions	  exhibition	  (ACMI	  Archive	  Web	  page).	  Above	  right:	  Figure	  4.9.	  Intimate	  
Transactions	  exhibition	  (CIP	  Website).	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Lavery	  wanted	  to	  allow	  breathing	  space	  for	  key	  ideas	  and	  interests	  to	  emerge	  from	  a	  newly	  
arriving	  community,	  yet	  arguably,	  a	  sense	  of	  ambiguity	  emerged	  in	  its	  stead.	  (Byrne,	  2005;	  
Gibson,	  2006;	  Lavery,	  2005).	  During	  the	  early	  years,	  (2004–2008)	  there	  was	  a	  clear	  absence	  of	  
structured	  programming	  and	  in	  generating	  ongoing	  public-­‐facing	  activities.	  The	  site	  lacked	  a	  
framework	  of	  engagement	  centric	  activities.	  Rather	  the	  location	  accommodated	  different	  
types	  of	  opportunities	  in	  a	  sporadic	  and	  responsive	  manner.	  Opportunities	  included	  semi-­‐
commercial	  creative	  clients,	  wider	  festival	  programs,	  experimental	  presentations	  and	  
research	  projects.	  All	  of	  which	  was	  augmented	  in	  later	  years	  2005–2010,	  with	  a	  number	  of	  in-­‐
house	  Digital/New	  Media	  and	  Creative	  Industries	  focused	  exhibitions.	  The	  result	  was	  a	  
precinct	  that	  did	  not	  fit	  the	  arts	  centre	  or	  gallery	  profile,	  or	  that	  of	  a	  production	  house	  or	  
commercial	  hire	  space.	  The	  Key	  Performance	  Indicators	  (KPIs)	  appeared	  to	  be	  based	  on	  
attendance,	  usage	  types	  and	  income.	  These	  KPIs	  included	  QUTs	  internal	  usage	  by	  Research	  and	  
Higher	  Degree	  students;	  audiences	  (students,	  staff	  and	  alumni)	  and	  external	  hires	  and	  
audiences	  (commercial	  and	  production	  house).	  The	  Block’s	  public	  presentations,	  including	  
the	  aforementioned	  exhibitions,	  had	  minimal	  attendance10,	  including	  audience	  free	  periods.	  
In	  addition,	  there	  was	  no	  sense	  of	  public	  engagement	  in	  support	  of	  the	  programming.	  
Despite	  these	  factors,	  The	  Loft	  space	  –	  an	  experimental	  theatre	  environment	  did	  have	  some	  
wins,	  and	  continues	  to	  be	  utilised	  extensively	  by	  the	  acting	  and	  drama	  discipline	  of	  the	  
Creative	  Industries	  Faculty	  (CIF).	  Another	  notable	  success	  was	  the	  close	  working	  relationship	  
established	  by	  Ben	  Knapton,	  who	  undertook	  his	  Applied	  Theatre	  practice-­‐led	  Ph.D.	  in	  
directing	  at	  QUT.	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  10	  In	  my	  role	  as	  show	  invigilator	  I	  sat	  through	  several	  exhibitions	  including:	  Transfigure	  (2003)	  Intimate	  Transactions	  (2005)	  and	  Fuel	  
(2005).	  On	  a	  number	  of	  sessions,	  I	  was	  entirely	  alone,	  without	  a	  single	  visitor.	  This	  first	  hand	  experience	  was	  crucial	  to	  influencing	  my	  
thinking	  about	  programming	  and	  the	  development	  of	  my	  role.	  
Figure	  4.10.	  Mike	  Stubbs,	  Fuel,	  2005.	  (CIP	  Billboard	  Archive).	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Other	  early	  factors	  that	  thwarted	  the	  growth	  of	  CIP	  was	  the	  halting	  of	  the	  sister	  
development	  –	  Creative	  Industries	  Faculty	  2	  (CIF2),	  which	  was	  to	  be	  the	  new	  teaching	  site	  for	  
the	  Creative	  Industries	  Faculty,	  situated	  metres	  from	  CIP.	  This	  left	  CIP	  isolated	  from	  the	  
majority	  of	  the	  students’	  learning	  and	  teaching	  spaces,	  which	  dramatically	  reduced	  the	  
casual	  viewing	  and	  engagement	  audience	  of	  curious	  students	  and	  teaching	  staff.	  	  
	  
CIF2	  is	  being	  installed	  at	  the	  time	  of	  writing	  and	  is	  projected	  to	  open	  late	  2015.	  CIP,	  to-­‐date,	  
has	  remained	  an	  isolated	  contemporary	  Digital/New	  Media	  capable	  site.	  These	  
circumstances	  combined	  with	  the	  lack	  of	  an	  early	  programming	  strategy	  resulted	  in	  a	  
Precinct	  struggling	  to	  be	  made	  sense	  of,	  and	  to	  make	  sense	  of	  itself	  within	  the	  University	  






In	  2005,	  The	  Block	  started	  to	  be	  curated	  as	  part	  of	  an	  exhibitions	  outreach	  program	  from	  the	  
QUT	  Art	  Museum.	  The	  first	  iteration	  of	  the	  program	  was:	  jOurney	  (2005),	  International	  Digital	  
Art	  Awards	  (2006),	  No	  Nonsense	  Great	  Shapes	  -­‐	  a	  survey	  of	  past	  and	  recent	  video	  works	  by	  
Jemima	  Wyman	  (2006),	  ReActive	  (2006).	  These	  exhibitions	  included	  associate	  public	  
programs	  that	  targeted	  the	  student	  cohort	  via	  lectures,	  with	  some	  additional	  traditional	  
public	  programming	  activities	  such	  as	  artists’	  talks.	  These	  offerings	  struggled	  to	  gain	  and	  
build	  audiences;	  they	  were	  often	  poorly	  attended11.	  Eventually,	  after	  approximately	  
eighteen	  months	  of	  running	  the	  model	  a	  rethink	  of	  the	  curatorial	  approach	  to	  the	  site	  was	  
instigated.	  
	  
Taking	  inspiration	  from	  my	  site-­‐responsive	  art	  practice	  (see	  Appendix	  1.1),	  I	  was	  able	  to	  shift	  
the	  emphasis	  from	  stand-­‐alone	  exhibitions	  towards	  a	  more	  sustained,	  connected,	  
engagement	  approach	  to	  programming,	  which	  was	  developed	  through	  communities	  of	  
interests	  and	  ideas.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  11	  I	  found	  myself	  sitting	  with	  only	  the	  speaker	  and	  the	  cleaner,	  at	  which	  point	  I	  decided	  that	  clearly	  the	  current	  methodology	  of	  
programming	  this	  space	  was	  not	  working.	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This	  included	  exhibiting	  work	  relevant	  to	  the	  community	  and	  the	  specific	  site	  and	  situation	  
at	  the	  CIP	  location.	  Initial	  pilots	  started	  in	  2007	  when	  the	  program	  developed	  to	  include	  
regular	  targeted	  public	  programs,	  connecting	  to	  student	  courses	  situated	  on	  the	  CIP	  site,	  
such	  as	  Fashiontalks@qut	  and	  Game	  On.	  
	  
While	  these	  programs	  were	  successful,	  there	  was	  still	  only	  limited	  connection	  to	  public	  
program	  streams.	  The	  2007	  program	  included:	  Shape	  of	  Things	  to	  Come	  (2007),	  Figuratively	  
Speaking:	  The	  Figure	  in	  Contemporary	  Video	  Art	  (2007),	  Red	  Cap	  (2007)	  and	  The	  Vernacular	  
Terrain	  (2007).	  Notably	  Shape	  of	  Things	  to	  Come	  (now	  in	  its	  eighth	  year)	  became	  the	  pilot	  to	  
a	  different	  type	  of	  exhibition	  model;	  a	  network	  programming	  approach	  where	  the	  
engagement	  program	  became	  integrated	  into	  the	  exhibition	  concept;	  where	  the	  exhibition	  
functions	  as	  a	  hub	  rather	  than	  the	  primary	  purpose.	  The	  transition	  from	  exhibition	  centric	  to	  
engagement	  focused	  continues	  to	  evolve.	  There	  is	  no	  one	  fixed	  point	  in	  the	  program’s	  style	  
of	  delivery	  or	  engagement	  strategy,	  rather	  it	  is	  a	  fluid	  and	  iterative	  approach.	  Reflecting	  back	  
on	  the	  early	  years	  of	  The	  CIP	  programming,	  it	  is	  evident	  that	  the	  start	  of	  an	  integrated	  
programming	  approach	  was	  being	  initiated	  from	  2005	  onwards	  and	  refined	  to	  an	  extent	  at	  
the	  start	  of	  the	  research	  project	  in	  2010.	  	  
	  
It	  was	  not	  until	  2012	  (as	  per	  Figure	  4.13	  CIP	  Summary	  Report	  2011	  excerpt)	  however	  that	  a	  
clear	  structure	  emerged	  and	  awareness	  of	  the	  networked	  model,	  which	  had	  incrementally	  
and	  organically	  been	  put	  in	  place,	  began	  to	  be	  articulated.	  
Figure:	  4.11.	  fashiontalks@QUT	  logo	  2007–08	   Figure	  4.12.	  Game	  On	  –	  logo	  2007–08	  
CURATING	  IN	  UNCHARTERED	  TERRITORIES	   	   	   LUBI	  THOMAS	  	  	  	  
	  	   49	  
	  
	  When	  reflecting	  on	  the	  activities	  within	  the	  time	  frames	  discussed	  above	  it	  became	  evident	  
that	  the	  criteria	  based	  exhibition	  structure	  –	  emerging	  in	  the	  2009	  documentation,	  coincided	  
with	  an	  increase	  in	  attendance	  numbers,	  as	  illustrated	  in	  Figure	  4.14	  CIP	  2009	  public	  













The	  success	  of	  the	  criteria	  based	  thinking	  and	  structure	  acted	  as	  a	  signpost	  to	  continue	  
thinking	  about	  the	  programming	  of	  the	  site	  in	  an	  engagement	  centric	  manner.	  This	  was	  a	  
realisation	  that	  set	  the	  stage	  for	  the	  research	  project.	  
Figure	  4.14.	  CIP	  2009	  public	  programs	  and	  exhibitions	  report	  excerpt	  –	  Appendix	  4.2.	  	  
Figure	  4.13.	  CIP	  summary	  report	  excerpt	  –	  Appendix	  4.1.	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Another	  challenge,	  which	  led	  directly	  to	  developments	  in	  the	  project,	  lied	  in	  the	  reporting	  
models,	  particularly	  in	  terms	  of	  demonstrating	  the	  program’s	  impact	  when	  reporting	  to	  a	  
hierarchy	  of	  stakeholders.	  The	  research	  project	  investigated	  and	  reflected	  on	  the	  current	  
reporting	  structure,	  with	  the	  intention	  to	  offer	  up	  a	  variation	  that	  would	  support	  an	  evolving	  
networked	  approach	  to	  programming	  design	  and	  effectively	  communicate	  the	  approach	  and	  
effectiveness	  of	  KPI	  delivery	  for	  the	  site.	  
	  
Pre-­‐2008	  reports	  and	  records	  are	  not	  available.	  However	  of	  note	  is	  that	  the	  2008	  reporting	  
framework	  and	  criteria	  remain	  in	  use	  to	  date.	  The	  framework	  being	  a	  composite	  of	  figures	  
reported	  at	  the	  monthly	  operations	  meeting	  and	  annual	  reports,	  one	  for	  CIP	  exhibitions	  and	  
one	  for	  CIP	  public	  programs.	  The	  numbers	  centric	  reporting	  structure,	  as	  exampled	  in	  the	  
2010	  and	  2013	  annual	  exhibitions	  reports	  (Appendices:	  4.3	  and	  4.4),	  does	  not	  facilitate	  or	  
necessitate	  a	  response	  to	  a	  KPI	  criteria.	  Equally	  although	  the	  exhibitions	  reports	  have	  a	  
secondary	  level	  of	  data	  –	  a	  visitor	  demographic	  matrix	  consisting	  of:	  gender,	  age	  and	  (in	  
vague	  terms)	  type.	  The	  data	  did	  not	  have	  a	  direct	  correlation	  to	  the	  KPIs	  criteria	  that	  the	  
program	  design	  was	  responding	  to.	  At	  both	  the	  annual	  and	  individual	  exhibition	  reporting	  
levels	  (as	  exampled	  by	  Remoteness	  (2011),	  Virtual	  MacBeth	  (2012),	  Datascape	  (2013),	  
Appendices	  4.5,	  4.6,	  and	  4.7a)	  the	  tickets	  sales	  viewpoint	  of	  ‘bums-­‐on-­‐seats’	  or	  in	  gallery	  
spaces	  ‘feet-­‐through-­‐the-­‐door’,	  is	  combined	  with	  audience	  demographics	  data	  (though	  the	  
data	  is	  not	  directly	  related	  to	  the	  Audience	  Types	  KPIs	  of	  the	  site).	  The	  Virtual	  Macbeth	  
project	  (Appendices	  4.6,	  4.8	  and	  4.9)	  is	  one	  such	  example.	  What	  is	  lost	  in	  the	  traditional	  
reporting	  system	  is	  the	  recording	  of	  information	  pertaining	  to	  engagement.	  Engagement	  
quality	  is	  a	  less	  tangible	  KPI	  than	  numbers	  but	  never-­‐the-­‐less	  was	  identified	  as	  an	  intended	  
and	  highly	  relevant	  deliverable	  outcome	  of	  the	  program.	  Beyond	  the	  attendance	  figures	  the	  
richness	  and	  diversity	  of	  the	  engagement	  remained	  hidden.	  In	  the	  example	  of	  Virtual	  
Macbeth	  (2011–12)	  the	  project	  consisted	  of	  two	  presentation	  iterations	  that	  were	  designed	  
to	  support	  the	  development	  of	  the	  creative	  project	  and	  facilitate	  an	  extended	  engagement	  
experience	  with	  potential	  future	  students	  (Queensland	  Academy	  of	  Creative	  Industries	  
(QACI).	  These	  students	  also	  represented	  a	  key	  partnership	  school	  and	  strategy	  KPI	  within	  the	  
Kelvin	  Grove	  Urban	  Village	  (KGUV)	  Blueprint.	  Virtual	  Macbeth	  built	  on	  partnership	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connections	  developed	  during	  the	  Machinima	  (2010)	  project,	  and	  connected	  QACI	  to	  the	  
QUT	  acting	  and	  drama	  students.	  Virtual	  Macbeth	  introduced	  a	  new	  community	  to	  the	  
cultural	  program;	  an	  audience	  interested	  in	  hybrid	  practice	  (drama,	  acting,	  sound,	  dance),	  
Digital/New	  Media	  and	  visual	  arts.	  The	  development	  of	  this	  audience	  continued	  across	  a	  
number	  of	  years	  and	  program	  networks,	  with	  the	  cycle	  culminating	  in	  the	  successful	  
presentation	  of	  Bone	  Map	  (2013)	  (Figure	  4.15	  Flow	  chart	  of	  Virtual	  Macbeth	  programming).	  
The	  Virtual	  Macbeth	  program	  consisted	  of	  development	  and	  presentation	  sessions	  in	  
December	  2011	  (The	  Loft)	  and	  was	  followed	  by	  a	  second	  presentation	  in	  April	  2012,	  Making	  
the	  Green	  One	  Red	  (2012)	  in	  The	  Block.	  These	  presentations	  became	  hubs	  for	  a	  variety	  of	  
curriculum-­‐based	  activities	  for	  the	  high	  school	  students,	  ranging	  from	  English,	  drama,	  music	  
and	  visual	  arts.	  The	  students	  produced	  reflective	  essays	  on	  the	  work	  and	  experience	  they	  
underwent	  in	  the	  intensive	  creative	  workshops;	  these	  workshops	  also	  saw	  students	  move	  
from	  audience	  to	  co-­‐creators.	  
	  
	  
However,	  regardless	  of	  the	  value	  of	  such	  engagement	  the	  standard	  reporting	  structure	  in	  
the	  sector,	  (as	  touched	  upon	  in	  Chapter	  One	  –	  Contextual	  Review)	  and	  used	  at	  QUT	  Precincts	  
remains	  entrenched	  in	  the	  ‘feet-­‐through-­‐the-­‐door’	  lens.	  Such	  a	  focus	  only	  encourages	  
popularity	  driven,	  blockbuster	  type	  programming,	  as	  discussed	  in	  Chapter	  One	  –	  Contextual	  
Figure	  4.15.	  Flow	  chart	  of	  Virtual	  Macbeth	  programming.	  	  Demonstrating	  audience	  development	  running	  in	  and	  out	  of	  project.	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Review	  (Barker,	  1999,	  pp.	  127–140;	  Boland,	  2013).	  Equally	  Dilenschneider’s	  case	  study	  Death	  
by	  curation:	  why	  the	  special	  exhibit	  isn’t	  so	  special	  anymore,	  2012	  notes	  while	  the	  
blockbuster	  strategy	  might	  be	  beneficial	  to	  the	  larger,	  state	  level	  museums	  and	  galleries,	  it	  is	  
arguably	  detrimental	  to	  the	  smaller	  gallery/museum	  sector,	  as	  they	  build	  their	  audiences	  on	  
repeat	  visitors	  (Dilenschneider,	  n.d.).	  Additionally	  the	  reporting	  framework	  tended	  to	  treat	  
events	  and	  exhibitions	  as	  separate	  and	  discrete	  from	  one	  another.	  Such	  an	  approach	  does	  
not	  facilitate	  or	  acknowledge	  the	  inter-­‐woven	  and	  often	  long	  term	  approach	  of	  
programming	  (as	  exampled	  in	  Virtual	  Macbeth)	  that	  is	  required	  to	  initiate	  and	  forge	  
sustainable	  engaged	  communities.	  In	  essence,	  the	  current	  reporting	  matrix	  and	  system	  
remains	  entrenched	  in	  the	  exhibition	  centric	  model.	  In	  2010,	  the	  first	  challenge	  of	  the	  
research	  project	  was	  to	  identify	  and	  centralise	  the	  KPIs	  for	  the	  CIP	  site,	  a	  concept	  made	  
manifest	  in	  the	  pilot	  check	  sheet	  system	  for	  exhibition	  proposals.	  The	  check	  sheet	  facilitates	  
an	  at-­‐a-­‐glance	  indication	  and	  a	  commentary	  on	  how	  a	  given	  exhibition	  idea	  would	  engage	  
with	  the	  KPIs	  for	  the	  program.	  The	  process	  helped	  to	  clarify	  and	  filter	  ideas	  and	  
opportunities,	  and	  assisted	  the	  program	  to	  remain	  on	  track	  by	  building	  a	  holistic	  approach	  of	  
planning.	  It	  also	  formed	  the	  first	  steps	  towards	  the	  development	  of	  the	  model,	  which	  forms	  
the	  core	  of	  the	  research	  project.	  As	  demonstrated	  below	  –	  there	  have	  been	  a	  number	  of	  
iterations	  developed	  over	  the	  course	  of	  the	  project	  (Figures:	  4.16	  2010	  Exhibitions	  check	  
sheet,	  4.17	  2012	  Exhibitions	  check	  sheet	  and	  4.18	  2013	  Exhibitions	  check	  sheet	  and	  
Appendices:	  4.10,	  4.11	  and	  4.12),	  and	  as	  with	  all	  aspects	  of	  the	  program	  this	  remains	  an	  












	   Above:	  Figure:	  4.16.	  2010	  exhibitions	  check	  sheet.	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Above:	  Figure	  4.17.	  2012	  exhibitions	  check	  sheet	  (see	  Appendix	  4.8	  for	  example	  in	  action).	  	  
	  
Figure:	  4.18.	  2013	  2-­‐page	  exhibitions	  check	  sheet.	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PROGRAMMING	  MODEL	  PILOTS	  
	  
With	  the	  inception	  of	  the	  research	  project	  (2010)	  and	  the	  piloting	  of	  site-­‐responsive,	  
engagement	  centric	  models	  we	  used	  one	  target	  group,	  Kelvin	  Grove	  State	  College	  (KGSC).	  
KGSC	  became	  the	  client	  body	  that	  addressed	  the	  KPI	  criteria	  of:	  future	  students,	  key	  
partnerships	  (driven	  by	  the	  KGUV	  Blueprint)	  and	  local	  external	  community.	  With	  the	  
inception	  of	  the	  research	  model	  a	  dramatic	  increase	  in	  engagement	  was	  achieved;	  rising	  
from	  342	  (2009)	  to	  1038	  (2010)	  (Appendix	  4.13).	  Overall,	  the	  figures	  across	  the	  program	  rose	  
from	  5937	  to	  6188	  (drawn	  from	  the	  2009	  and	  2010	  exhibition	  and	  public	  programming	  
reports	  –	  Appendix	  4.2,	  4.3	  and	  4.14).	  The	  increase	  in	  numbers	  ran	  in	  conjunction	  with	  a	  
decrease	  in	  activities	  (Appendix	  4.14),	  something	  that	  indicated	  that	  both	  the	  check	  sheet	  
system	  (exhibition	  as	  hubs	  of	  engagement)	  and	  the	  networked	  approach	  to	  programming	  
were	  achieving	  direct	  and	  positive	  effects.	  Refining	  the	  check	  sheet	  criteria	  has	  continued	  
throughout	  the	  research	  project.	  
	  
Establishing	  a	  programming	  ethos	  (Appendix	  4.1)	  and	  an	  exhibition	  principles	  framework	  for	  
QUT	  Precincts	  (Art	  Museum	  and	  CIP)	  (Appendix	  4.15)	  refined	  the	  exhibition	  program’s	  
parameters.	  However,	  it	  also	  reinforced	  the	  traditional	  exhibition	  centric	  perspective.	  The	  
check	  sheet	  system	  remains	  in	  place	  (Appendix	  4.10,	  4.11,	  4.12),	  but	  the	  programs	  
philosophy,	  delivery	  intents	  and	  processes	  continued	  to	  be	  opaque.	  This	  tension	  presented	  
opportunities	  in:	  determining	  the	  focus	  of	  research;	  in	  the	  articulation	  of	  the	  conceptual	  
ethos	  of	  the	  program;	  in	  the	  curatorial	  rationale	  of	  a	  networked	  approach	  to	  engagement	  
centric	  programming;	  and	  to	  offer	  additional	  forms	  of	  reporting	  (re-­‐framing	  the	  reporting	  
system)	  that	  demonstrate	  the	  model	  against	  the	  relevant	  KPIs.	  
	  
The	  next	  chapter	  of	  the	  thesis,	  Chapter	  Three	  –	  The	  Model,	  demonstrates	  the	  proposed	  
programming	  model	  in	  its	  intended	  use,	  where	  the	  curatorial	  rationale	  links	  to	  a	  reporting	  
matrix	  that	  illustrates	  KPI	  attainment	  between	  the	  program’s	  networks	  of	  activities,	  the	  
individual	  events	  and	  as	  an	  holistic	  annual	  program.	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CHAPTER	  THREE	  –	  THE	  MODEL	  
	  
A	  cultural	  program	  model	  can	  be,	  broadly	  speaking,	  either	  exhibition	  centric	  (traditional	  
gallery	  model)	  or	  engagement	  centric	  (New	  Institutionalism)	  -­‐	  as	  described	  in	  The	  institution	  is	  
dead!	  Long	  live	  the	  institution!	  (Doherty,	  2004).	  The	  chosen	  model	  sets	  the	  direction	  of	  the	  
curators	  practice.	  The	  CIP	  model	  builds	  on	  the	  engagement	  centric	  ethos	  by	  designing,	  
through	  a	  site-­‐responsive	  framework	  (McIver,	  n.d.),	  a	  network	  approach	  to	  thinking	  about	  
programming	  structures	  as	  inspired	  by	  Ascott	  (1988).	  This	  chapter	  will	  describe	  the	  
processes	  and	  structure	  of	  the	  programming	  model	  via	  a	  proposed	  digital	  platform	  interface.	  
The	  platform	  reveals	  the	  programming	  model	  via	  the	  curatorial	  lens	  and	  demonstrates	  the	  
effectiveness	  of	  the	  approach	  through	  the	  managerial	  lens.	  The	  platform’s	  purpose	  is	  to	  
communicate	  the	  programming	  model,	  and	  its	  multi-­‐faceted	  layers	  in	  action,	  while	  
simultaneously	  demonstrating	  the	  model’s	  alignment	  with	  the	  KPIs	  of	  the	  site	  and	  its	  value	  
in	  supporting	  engagement	  within	  the	  Digital/New	  Media	  arts	  sector.	  
	  
As	  part	  of	  the	  creative	  work	  at	  the	  heart	  of	  the	  research	  project	  the	  model	  was	  constructed	  
to:	  
• Trial	  and	  develop	  a	  site-­‐responsive,	  adaptable,	  cultural	  programming	  model;	  
• Transfer	  tacit	  knowledge	  into	  an	  explicit	  and	  communicative	  form,	  via	  an	  appropriate	  
portal;	  and	  
• Demonstrate	  a	  workable	  platform	  that	  supports	  the	  communication	  of	  the	  
programming	  model	  within	  a	  professional	  paradigm,	  where	  curatorial	  practice	  and	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The	  platform	  in	  Figure	  5.1	  Visual	  representation	  of	  the	  digital	  platform,	  draws	  on	  a	  relatively	  
expansive	  database	  and	  expresses	  the	  information	  via	  two	  routes,	  a	  curatorial	  lens:	  which	  
reveals	  the	  network	  structure	  of	  the	  programming	  model;	  and	  a	  managerial	  lens	  which	  
demonstrates	  the	  effectiveness	  of	  the	  model	  in	  relation	  to	  the	  performance	  criteria	  of	  the	  
site.	  Due	  to	  budgetary	  and	  scope	  and	  scale	  constraints	  within	  the	  research	  project,	  the	  
platform	  is	  illustrated	  here	  as	  part	  conceptualised	  design	  (the	  curatorial	  lens)	  and	  early	  
working	  prototype	  of	  data	  visualisation	  (the	  managerial	  lens).	  This	  chapter	  will	  describe	  how	  
these	  two	  routes	  facilitate	  the	  communication	  and	  development	  of	  an	  effective	  program.	  
	  
As	  discussed	  in	  Chapter	  One	  –	  Contextual	  Review,	  the	  Digital/New	  Media	  sector	  often	  finds	  
itself,	  for	  better	  or	  for	  worse,	  being	  presented	  outside	  of	  the	  galleries	  and	  museum	  systems	  
–	  frequently	  in	  temporary	  and	  non-­‐traditional	  locations,	  a	  description	  befitting	  both	  CIP	  and	  
The	  Block.	  This	  ‘outsider’s’	  position	  enables	  the	  sector	  to	  be	  continually	  transformed	  into	  
new	  spaces,	  discourses,	  practices	  and	  modes	  of	  presentation.	  It	  also	  creates	  those	  tensions,	  
discussed	  earlier,	  such	  as	  managerial	  and	  operational	  concerns	  including	  perceived	  business	  
risks	  in	  the	  form	  of:	  
	  
• Low	  attendance	  figures	  –	  due	  to	  alienation	  of	  audience	  or	  lack	  of	  interest;	  
• Unsuccessful	  installation	  of	  works	  –	  due	  to	  lack	  of	  capability	  in	  the	  institution;	  
• Unsuccessful	  commissions	  of	  work	  –	  due	  to	  experimental	  nature	  of	  the	  field;	  
Figure	  5.1.	  Visual	  representation	  of	  the	  digital	  platform.	  
Structure	  overview.	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• Limited	  marketing;	  and	  
• Misguided	  institutional	  ownership.	  
	  
These	  perceived	  risks	  are	  not	  based	  on	  a	  record	  of	  failing,	  but	  rather	  on	  a	  culture	  of	  comfort	  
in	  the	  known.	  Historically	  and	  conventionally,	  the	  majority	  of	  galleries	  display	  physical	  
objects	  that	  already	  exist,	  whereas	  the	  types	  of	  creative	  works	  displayed	  within	  the	  
Digital/New	  Media	  exhibition	  are	  immaterial	  by	  nature,	  enabled	  through	  
digital/technological	  interfaces.	  One	  managerial	  response	  to	  perceived	  risk	  is	  to	  minimise	  
the	  impact	  of	  potential	  risk	  by	  exposing	  only	  a	  small	  percentage	  of	  an	  overall	  budget	  to	  that	  
risk.	  For	  instance	  in	  the	  2010–2013	  QUT	  Precincts	  overall	  exhibitions	  budgets,	  once	  all	  the	  
exhibitions	  delivered	  across	  the	  whole	  visual	  arts	  program	  of	  QUT	  Precincts	  (QUT	  Art	  
Museum	  and	  CIP	  The	  Block	  and	  Parer	  Place	  Projects)	  had	  been	  taken	  into	  account,	  CIP’s	  
allocation	  constituted	  16%	  of	  the	  total	  budget.	  Such	  an	  approach,	  though	  an	  understandable	  
response	  to	  risk,	  and	  in	  no	  way	  unique	  to	  the	  QUT	  Precincts	  budgeting	  rationale,	  does	  
indicate	  one	  of	  the	  key	  challenges	  for	  the	  Digital/New	  Media	  field.	  
	  
The	  platform	  developed	  here	  will	  support	  the	  effective	  communication	  of	  data	  and	  assist	  in	  
reducing	  potential	  negative	  perception	  around	  what	  Huffman	  described	  as	  risky	  ventures	  for	  
museums	  and	  art	  galleries	  (Kathy	  Rae	  Huffman	  int.	  Cook,	  et	  al.,	  2010b,	  p.	  6).	  For	  locations	  
and	  organisations	  to	  successfully	  engage	  in	  an	  ever	  evolving	  and	  transitory	  cultural	  space,	  
they	  are	  required	  to	  be	  open	  and	  bold	  in	  the	  face	  of	  the	  new	  and	  unknown.	  Organisations	  
require	  the	  tools	  to	  make	  more	  informed	  and	  confident	  decisions	  in	  building	  different	  
programs	  and	  developing	  meaningful	  working	  relationships	  with	  the	  creatives	  and	  artists	  in	  
experimental	  and	  emerging	  practice,	  as	  well	  as	  their	  audiences	  and	  participants.	  The	  
programming	  of	  non-­‐traditional	  exhibitions	  sites	  is	  impacted	  upon	  by	  operational	  and	  
business	  elements,	  so	  for	  an	  ethos	  of	  adaptation	  to	  thrive,	  a	  programming	  model	  needs	  to	  
effectively	  address	  operational	  and	  business	  imperatives,	  as	  well	  as	  speak	  to	  the	  cultural	  and	  
curatorial	  components.	  Thus,	  the	  underlying	  intent	  of	  the	  model	  is	  to	  offer	  a	  means	  to	  
facilitate	  a	  networked	  approach	  to	  programming	  –	  one	  that	  can	  be	  dynamic	  and	  responsive	  
to	  the	  opportunities	  and	  possibilities	  that	  working	  in	  unchartered	  territories	  offers.	  Whilst	  
also	  being	  capable	  of	  demonstrating,	  through	  the	  reporting	  lens,	  the	  operational	  viability	  
and	  validity.	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The	  platform	  layout	  (Figure	  5.1	  Visual	  representation	  of	  the	  digital	  platform)	  acts	  as	  the	  
portal	  through	  which	  the	  programming	  model	  and	  with	  it,	  operational	  KPI	  reporting	  
requirements	  can	  be	  communicated.	  The	  platform	  is	  based	  on	  the	  Pugh	  Matrix	  structure	  
(Burge,	  2009),	  as	  examined	  in	  the	  Research	  Design	  section,	  Figure	  5.2	  The	  Pugh	  Matrix	  
layout	  (expanded	  in	  Appendix	  5.1).	  The	  Figure	  5.2	  The	  Pugh	  Matrix	  layout	  and	  appendix	  5.1	  
illustrate	  how	  the	  Pugh	  Matrix	  allows	  consideration	  for	  individual	  activities	  against	  a	  range	  
of	  KPIs,	  enables	  testing	  of	  a	  proposed	  network	  of	  activities	  and	  capture	  of	  an	  annual	  
program	  based	  on	  the	  site’s	  criteria.	  The	  Pugh	  Matrix	  facilitates	  an	  uncluttered	  quantitative	  






Although	  the	  matrix	  offers	  an	  orderly	  layout	  of	  data,	  there	  remains	  a	  need	  to	  deliver	  the	  
information	  into	  a	  more	  communicative	  form.	  As	  it	  becomes	  larger	  and	  more	  complex,	  when	  
40+	  activities	  are	  being	  tested	  against	  17	  criteria,	  the	  matrix	  becomes	  difficult	  to	  read,	  
particularly	  when	  the	  data	  needs	  to	  be	  examined	  over	  a	  number	  of	  years.	  Complications	  are	  
exacerbated	  by	  the	  challenge	  of	  synthesising	  multifaceted	  layers	  of	  information	  (Appendix	  
5.1).	  It	  becomes	  a	  ‘big	  data’	  problem	  that	  requires	  a	  communicative	  format.	  Hence,	  the	  
development	  of	  a	  visually	  driven	  platform	  that	  facilitates	  the	  presentation	  of	  relevant	  data	  
at	  the	  different	  levels	  of	  inquiry.	  These	  levels	  are	  the	  individual	  event,	  a	  program	  network,	  
and	  the	  annual	  cycle.	  Additionally,	  the	  platform	  can	  represent	  a	  whole	  cycle	  spanning	  a	  
number	  of	  years	  –	  such	  as	  a	  research	  project,	  which	  spans	  four	  years.	  An	  adaptable,	  site-­‐
responsive,	  engagement	  centric	  networked	  structured	  model	  does	  not	  enable	  a	  linear	  
delivery	  of	  information,	  but	  rather	  necessitates	  the	  presentation	  of	  information	  in	  such	  a	  
way	  that	  multiple	  pathways	  through	  the	  data	  are	  made	  possible.	  
Figure	  5.2.	  The	  Pugh	  Matrix	  layout.	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The	  following	  description	  of	  the	  platform	  articulates	  the	  programming	  model	  in	  action	  and	  
explains	  how	  it	  caters	  for	  a	  multi-­‐stream,	  multi-­‐modal	  delivery	  of	  engagement	  options.	  Whilst	  
assisting	  in	  keeping	  the	  efforts	  and	  resources	  of	  the	  program	  highly	  focused	  on	  the	  intended	  
purposes	  and	  outcomes	  –	  the	  program's	  KPIs.	  The	  network	  approach	  of	  the	  model	  was	  
touched	  upon	  in	  Chapter	  Two	  –	  Creative	  Industries	  Precinct.	  
	  
Through	  the	  flow	  chart,	  illustrated	  in	  Figure	  4.15	  Flow	  chart	  of	  Virtual	  Macbeth	  programming,	  
the	  multi-­‐modal	  approach	  to	  engaging	  a	  target	  audience	  of	  potential	  future	  students	  is	  
demonstrated.	  This	  particular	  network	  of	  programs	  was	  designed	  for	  our	  key	  school	  partners	  
Kelvin	  Grove	  State	  College	  and	  Queensland	  Academy	  Creative	  Industries	  (KGSC	  and	  QACI).	  
The	  section	  described	  in	  Figure	  4.15	  flow	  chart	  of	  Virtual	  Macbeth	  programming,	  is	  part	  of	  a	  
network	  of	  programs	  developed	  with	  the	  intention	  to	  build	  across	  teaching	  and	  discipline	  





Figure	  4.15	  Flow	  chart	  of	  Virtual	  Macbeth	  programming,	  	  represents	  some	  of	  the	  activities	  of	  
this	  particular	  networked	  program.	  When	  looking	  at	  this	  information	  within	  the	  context	  of	  
the	  broader,	  more	  complex	  and	  interwoven	  program	  model,	  the	  program	  is	  communicated	  
as	  the	  highlighted	  network	  captured	  in	  Figure	  5.3	  Visual	  representation	  of	  the	  graphical	  
presentation	  of	  the	  2010–2013	  program.	  
Figure	  4.15.	  Flow	  chart	  of	  Virtual	  Macbeth	  programming.	  Demonstrating	  audiences	  development	  running	  in	  and	  out	  of	  
project.	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Figure	  5.3.	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  2010–2013	  CIP	  program.	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The	  highlighted	  elements	  in	  figure	  5.4	  (Visual	  representation	  of	  the	  graphical	  presentation	  of	  
the	  highlighted	  network	  of	  activities	  that	  launched	  the	  KGSC	  &	  QACI	  program),	  represent	  the	  
2010	  start	  point	  of	  this	  programming	  network.	  The	  launch	  of	  the	  programming	  network	  was	  
leveraged	  from	  the	  2010	  Machinima	  series	  of	  activities	  that	  progressed	  into	  a	  continuation	  
of	  events	  across	  the	  years.	  	  
	  
The	  2010	  launch	  (See	  Appendix	  5.2)	  of	  this	  network	  
consisted	  of:	  
• Professional	  exhibition	  at	  The	  Block;	  
	  
• Future	  students	  exhibition	  screen	  as	  part	  of	  the	  	  
Parer	  Place	  Projects	  stream;	  
	  
• Machinima	  (2010)	  exhibition	  of	  works	  	  	  	  	  	  	  	  
	  
by	  students	  presented	  at	  the	  QACI	  	  	  	  school	  gallery;	  
	  
• Future	  students	  hothouse	  program	  with	  special	  
guest;	  and	  
	  









This	  network	  approach	  to	  programming	  is	  inspired	  by	  the	  theories	  Ascott	  taught,	  and	  I	  
experienced	  at	  Newport	  College	  of	  Art	  (1988-­‐1990).	  One	  of	  the	  basic	  tenets	  suggested	  was	  
to	  “Stop	  thinking	  about	  art	  works	  as	  objects,	  and	  start	  thinking	  about	  them	  as	  triggers	  for	  
experiences”	  (Ascott	  cited	  in	  Eno,	  1996,	  p.	  35).	  This	  statement	  informs	  one	  of	  the	  key	  
principles	  of	  the	  model	  in	  developing	  a	  networked	  ethos	  to	  programming.	  By	  taking	  this	  idea	  
of	  the	  art	  object	  as	  the	  trigger	  and	  expanding	  upon	  that,	  making	  the	  trigger	  an	  exhibition	  (or	  
event),	  then	  sequentially	  expanding	  from	  the	  one	  to	  the	  many	  events	  -­‐	  a	  program	  of	  triggers	  
that	  becomes	  a	  part	  of	  a	  network	  of	  triggers.	  A	  network	  of	  triggers	  that	  when	  fully	  expanded	  
upon	  is,	  in	  fact,	  the	  whole	  programming	  model:	  a	  model	  that	  delivers	  these	  triggers	  through	  
a	  multi-­‐modal	  approach	  across	  an	  expanded	  period	  of	  time.	  
Figure	  5.4.	  Visual	  representation	  of	  the	  graphical	  
presentation	  of	  the	  highlighted	  network	  of	  activities	  that	  
launched	  the	  KGSC	  &	  QACI	  program.	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The	  following	  exampling	  of	  the	  curatorial	  lens	  considers	  some	  of	  the	  proposed	  platform’s	  
functions.	  The	  purpose	  of	  the	  curatorial	  lens	  is	  to	  reveal	  the	  thinking	  and	  network-­‐based	  
design	  as	  a	  visual	  representation,	  and	  to	  articulate	  the	  connectivity	  of	  the	  program	  across	  
multiple	  audiences,	  streams	  of	  activity	  and	  periods	  of	  time.	  Future	  iterations	  of	  the	  platform	  
would	  also	  support	  forward	  scoping	  of	  programming	  proposals.	  The	  primary	  audience	  for	  
this	  information	  would	  be	  colleagues	  and	  peers	  in	  the	  Digital/New	  Media	  sector	  or	  cultural	  
engagement	  sector,	  and	  those	  seeking	  site-­‐responsive,	  engagement	  centric	  networked	  
programming	  strategies	  for	  new	  or	  alternative	  cultural	  sites.	  The	  platform	  and	  programming	  
principles	  are	  transferable	  to	  a	  range	  of	  cultural	  engagement	  sites,	  both	  existing	  and	  yet	  to	  
be	  developed.	  
	  
VISUALISING	  THE	  PROGRAM	  –	  THE	  CURATORIAL	  LENS	  
Figure	  5.5.	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  top-­‐level	  representation	  of	  a	  site-­‐responsive,	  engagement	  
centric	  networked	  structured	  model.	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Figure	  5.5	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  top	  level,	  expresses	  the	  
overall	  programming	  model.	  This	  figure	  is	  the	  overlaid	  network	  of	  programs	  that	  are	  placed	  
upon	  the	  seven	  streams	  of	  activity	  categories,	  as	  shown	  in	  Figure	  5.6	  Visual	  representation	  
of	  the	  graphical	  presentation	  of	  the	  base	  level.	  
	  
These	  activity	  streams	  are	  represented	  by	  titled	  blocks	  at	  the	  far	  left	  of	  the	  visualisation,	  and	  
the	  extended	  rectangle	  for	  each	  titled	  stream	  runs	  across	  the	  complete	  visual	  space	  –	  from	  
left	  to	  right	  (see	  Figure	  5.6	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  base	  
level).	  The	  title	  of	  each	  stream	  reflects	  the	  category	  of	  activity	  type:	  Exhibit(ion)	  –	  standard;	  
Exhibit(ion)	  –	  experimental;	  PP	  –	  exhibit	  (Public	  Programs)	  and	  so	  on.	  The	  network	  
programming	  structure	  would	  then	  be	  overlaid	  onto	  this	  foundation	  (see	  Figure	  5.5	  Visual	  
representation	  of	  the	  graphical	  presentation	  of	  the	  top	  level).	  The	  network	  layout	  articulates	  
the	  connectivity	  of	  the	  activities	  visualised	  through	  a	  colour	  coding	  system	  of	  Containers	  and	  
lines	  of	  connection.	  The	  term	  Container	  is	  used	  here	  to	  describe	  the	  variable	  sized	  rectangle	  
elements	  that	  contain	  either	  the	  title	  of	  the	  activity,	  or	  the	  partner,	  or	  target	  audience	  of	  
that	  activity.	  For	  instance	  in	  Figure	  5.6	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  
Figure	  5.6.	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  base-­‐level	  (streams	  level)	  of	  the	  programming	  model.	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the	  top	  level,	  the	  highlighted	  Containers	  are	  IDAP	  (International	  Digital	  Arts	  Project	  –	  a	  
partnership),	  Making	  Green	  Red	  (the	  title	  of	  an	  iterative	  exhibition	  project),	  and	  DAP	  –	  
Bonemap.	  Digital	  Associates	  Program	  (DAP)	  is	  the	  series	  title	  and	  Bonemap	  the	  name	  of	  a	  show	  
in	  this	  series.	  
	  
Returning	  to	  the	  key	  partner	  schools	  KGSC	  and	  QACI	  example,	  there	  are	  a	  number	  of	  
different	  coloured	  Containers	  linked	  via	  lines	  of	  connection.	  At	  this	  level	  in	  the	  platform,	  
connectivity	  is	  indicated	  through	  highlighted	  elements	  and	  colour.	  In	  the	  network	  under	  
discussion,	  the	  exhibition	  stream,	  illustrated	  in	  Figure	  5.7	  Visual	  representation	  of	  the	  
graphical	  presentation	  of	  the	  highlighted	  exhibition	  stream	  the	  KGCS	  and	  QACI	  program,	  
highlights	  five	  different	  coloured	  Containers.	  These	  highlighted	  Containers	  consist	  of	  three	  
yellow	  Containers	  with	  connecting	  yellow	  lines,	  one	  yellow	  Container	  with	  red	  connecting	  
lines,	  and	  one	  pink	  Container	  with	  	  
pink	  connecting	  lines.	  
	  
The	  yellow	  outlined	  Containers	  (highlighted	  in	  turquoise	  –	  as	  they	  are	  part	  of	  this	  
programming	  network)	  indicate	  a	  particular	  type	  of	  exhibition/presentation.	  In	  this	  instance,	  
Yellow	  outlined	  containers	  represent	  exhibitions	  and	  presentations	  engaged	  in	  hybrid	  
approaches	  to	  performance	  (drama,	  acting,	  sound,	  dance),	  Digital/New	  Media	  and	  visual	  
arts.	  The	  yellow	  connecting	  lines	  between	  the	  two	  Making	  Green	  Red	  (the	  show	  titles	  of	  the	  
Virtual	  Macbeth	  series	  (2011	  &	  2012))	  and	  Bonemap	  (2013)	  indicate	  a	  partnership	  or	  series	  of	  
shows	  situated	  around	  this	  hybrid	  approach	  and	  resulting	  conversation.	  The	  pink	  outlined	  
Container	  and	  pink	  connecting	  lines	  represent	  an	  iterative	  program	  of	  exhibitions	  relating	  to	  
the	  games	  culture.	  The	  red	  outlined	  connector,	  IDAP	  (2011),	  indicates	  another	  network	  
Figure	  5.7.	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  highlighted	  exhibition	  stream	  the	  KGSC	  &	  QACI	  program.	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connection,	  which	  in	  this	  instance	  is	  the	  IDAP	  partnership	  and	  series,	  illustrated	  in	  Figure	  5.8	  
Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  highlighted	  IDAP	  network.	  This	  
partnership	  is	  predicated	  on	  the	  conversations	  and	  delivery	  modes	  that	  IDAP	  is	  interested	  in	  
engaging	  with.	  IDAP	  is	  a	  cultural	  organisation	  that	  supports	  and	  presents	  programs	  of	  new	  
and	  emerging	  digital	  art	  practice,	  alongside	  seminal	  artworks	  from	  the	  digital	  art	  canon.	  
IDAP	  promotes	  discourse,	  artist	  development,	  and	  collaboration	  and	  has	  been	  a	  key	  partner	  
for	  the	  CIP	  site	  since	  2005.	  In	  the	  fully	  developed	  version	  of	  this	  platform	  and	  programming	  
model,	  an	  interactive	  key	  to	  these	  definitions	  would	  be	  available.	  
The	  platform	  allows	  the	  user	  to	  investigate	  different	  networks	  both	  as	  individual	  networks	  
and	  at	  the	  intersection	  of	  one	  network	  with	  another.	  Expressed	  through	  visual	  
representation,	  the	  model	  enables	  the	  development	  of	  strategies	  to	  maximise	  opportunities	  
and	  resources.	  It	  is	  these	  types	  of	  intersections	  and	  multiple	  connections	  that	  become	  hard	  
to	  decipher	  in	  a	  traditional	  matrix	  layout.	  Using	  the	  IDAP	  network,	  highlighted	  in	  Figure	  5.8	  
Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  highlighted	  IDAP	  network,	  the	  
curatorial	  lens	  reveals	  a	  number	  of	  different	  levels	  of	  information,	  from	  the	  high-­‐level	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overview	  through	  to	  individual	  networks	  and	  events.	  In	  this	  scenario,	  the	  platform	  user	  
investigating	  the	  model	  might	  wish	  to	  learn	  more	  about	  the	  highlighted	  IDAP	  network	  
(Figure	  5.8	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  highlighted	  IDAP	  
network).	  Either	  of	  these	  pathways	  can	  activate	  the	  IDAP	  information:	  clicking	  on	  the	  IDAP	  
Container,	  within	  the	  highlighted	  KGSC	  &	  QACI	  Network	  (Figure	  5.7	  Visual	  representation	  of	  
the	  graphical	  presentation	  of	  the	  highlighted	  exhibition	  stream	  the	  KGCS	  and	  QACI	  program)	  
or	  through	  a	  search	  query	  of	  partnerships	  (in	  the	  Primary	  Value	  Proposition	  criteria)	  as	  well	  as	  
searching	  for	  IDAP	  as	  a	  unique	  search	  term.	  The	  next	  section	  will	  discuss	  a	  number	  of	  different	  
ways	  that	  the	  curatorial	  lens	  reveals	  details	  about	  the	  programming	  model	  starting	  with	  the	  
IDAP	  example.	  
	  
PARTNERSHIPS	  –	  INTERNATIONAL	  DIGITAL	  ART	  PROJECTS	  
IDAP	  is	  a	  partnership	  organisation	  with	  CIP	  because	  of	  its	  strong	  focus	  on	  innovation	  in	  
engagement	  programming	  to	  support	  arts	  education,	  education	  through	  the	  arts,	  and	  
technological	  expertise	  in	  order	  to	  realise	  artistic,	  social,	  economic	  and	  educational	  
outcomes.	  The	  sequence	  outlined	  in	  this	  section	  demonstrates	  how	  the	  platform	  user	  would	  
experience	  the	  model	  via	  the	  curatorial	  lens	  including:	  activities	  undertaken	  in	  this	  
partnership	  network;	  what	  these	  activities	  are;	  and	  how	  the	  IDAP	  network	  delivers	  into	  the	  
wider	  model.	  Additionally,	  in	  future	  iterations,	  the	  platform	  will	  allow	  for	  cross-­‐referencing	  
between	  the	  delivery	  information	  and	  partnership	  documents	  and	  agreements.	  Such	  a	  
feature	  will	  allow	  for	  rigorous	  evaluation	  of	  the	  agreement	  intents,	  criteria	  and	  deliverables	  
of	  any	  partnerships.	  The	  following	  illustrates	  step-­‐by-­‐step	  guides	  and	  illustrative	  examples	  
on	  uses	  of	  the	  programming	  model.	  
	  
Step	  1.	  Identify	  the	  network	  
The	  IDAP	  partnership	  network	  is	  highlighted	  by	  either	  a	  search	  query	  or	  by	  clicking	  on	  an	  
IDAP	  element,	  as	  illustrated	  in	  Figure	  5.8	  Visual	  representation	  of	  the	  graphical	  presentation	  
of	  the	  highlighted	  IDAP	  network.	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Step	  2.	  Single	  out	  the	  network	  
The	  primary	  IDAP	  network	  is	  unearthed	  by	  isolating	  it	  from	  the	  main	  body	  of	  the	  
programming	  model	  as	  seen	  in	  Figure	  5.9	  Visual	  representation	  of	  the	  graphical	  presentation	  
of	  the	  IDAP	  primary	  network.	  Thus	  affording	  an	  at-­‐a-­‐glance	  overview	  of	  the	  network	  across	  
the	  years,	  and	  streams	  primary	  activities	  instigated	  through	  this	  relationship.	  The	  layout	  
communicates	  how	  the	  exhibitions	  are	  used	  as	  hubs	  of	  facilitation	  for	  a	  range	  of	  
experimental	  engagement	  programs.	  In	  this	  instance	  that	  includes:	  hothouse12	  programs	  for	  
creative	  industries,	  focused	  high	  school	  students,	  through	  to	  culture,	  language	  and	  the	  








	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  12	  An	  environment	  that	  encourages	  rapid	  growth	  or	  development.	  Retrieved	  from:	  Oxford	  dictionary	  on	  line:	  	  
http://www.oxforddictionaries.com/definition/english/hothouse.	  In	  the	  instance,	  the	  hothouse	  referrers	  to	  an	  intensive	  creative	  process	  
delivering	  workshops	  into	  learning	  environments	  designed	  to	  enable	  rapid	  development	  of	  creative	  ideas	  and	  outcomes.	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Step	  3.	  Primary	  and	  secondary	  networks	  
The	  platform	  can	  also	  communicate,	  if	  applicable,	  any	  secondary	  level	  network	  activity	  
(Figure	  5.10	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  IDAP	  primary	  and	  
secondary	  network).	  In	  this	  instance,	  the	  IDAP	  partnership	  brokered	  relationships	  with:	  
Digital	  Hollywood	  University	  Japan,	  Jilin	  Animation	  Institute,	  Tokyo	  Polytechnic	  University	  
and	  Beijing	  Film	  Academy.	  This	  resulted	  in	  a	  number	  of	  international	  screenings	  of	  QUT	  
student	  and	  alumni	  works.	  Likewise,	  the	  network	  also	  delivered	  a	  range	  of	  emerging	  and	  




























In	  addition	  to	  these	  visual	  bare	  bones,	  there	  would	  be	  the	  option,	  as	  demonstrated	  in	  Figure	  
5.11	  Visual	  representation	  of	  the	  pop-­‐up	  curatorial	  statement	  window,	  to	  read	  a	  curatorial	  
summary	  statement	  covering	  the	  intent	  of	  a	  particular	  partnership	  or	  program	  network;	  
additional	  information	  could	  be	  recalled	  from	  an	  associated	  archive.	  
	  
Figure	  5.10.	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  IDAP	  primary	  and	  secondary	  networks,	  isolated	  from	  the	  
2010–2013	  program.	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Step	  4.	  Key	  performance	  indicators	  -­‐	  managerial	  lens	  reporting	  matrices	  
As	  the	  levels	  of	  information	  deepen,	  the	  value	  of	  each	  activity	  and	  network	  is	  demonstrated	  
by	  drawing	  up	  the	  data	  sitting	  in	  the	  Managerial	  Lens	  side	  of	  the	  platform	  (described	  later	  in	  
this	  chapter).	  Figures	  5.12	  Visual	  representation	  of	  the	  IDAP	  primary	  network	  with	  pop-­‐up	  
criteria	  based	  data	  sheets	  presentation,	  5.13	  Indication	  of	  the	  data	  sheet	  to	  be	  magnified	  in	  
Figure	  5.14	  and	  5.14	  Magnified	  data	  sheet	  as	  indicated	  in	  Figure	  5.13,	  are	  an	  example	  of	  
how	  a	  networks	  partnership,	  in	  this	  case	  IDAP	  Primary	  network	  2010–2013,	  is	  corroborated	  






Figure	  5.11.	  Visual	  representation	  of	  the	  pop-­‐up	  curatorial	  statement	  window	  	  
IDAP	  is	  a	  partnership	  
organisation	  focused	  on	  
building	  and	  revealing	  a	  
shared	  language	  between	  
Western	  and	  Chinese	  Asia	  
contexts.	  Supporting	  and	  
presenting	  programs	  of	  
new	  and	  emerging	  digital	  
art	  practice,	  alongside	  
seminal	  works	  of	  the	  digital	  




activities	  are	  undertaken	  in	  
conjunction	  with	  a	  strong	  
focus	  on	  innovation	  in	  
engagement	  programming	  
to	  support	  education	  
through	  arts	  and	  
technological	  expertise	  in	  
order	  to	  realise	  artistic,	  
social,	  economic	  and	  
educational	  outcomes.	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The	  level	  of	  information	  includes	  the	  KPI	  summary	  of	  each	  event	  and	  when	  relevant	  
connects	  that	  event	  to	  the	  wider	  annual	  KPI	  summary	  for	  a	  particular	  criteria	  area,	  such	  as	  
Audience	  Types	  that	  the	  event	  is	  contributing	  towards.	  	  
	  
	  
Above	  left:	  Figure	  5.13	  Indication	  of	  the	  data	  
sheet	  to	  be	  magnified	  in	  Figure	  5.14.	  	  Above	  
right:	  Figure	  5.14	  Magnified	  data	  sheet	  as	  
indicated	  in	  Figure	  5.13.	  	  
Above:	  Figure	  5.12	  Visual	  representation	  of	  the	  IDAP	  primary	  network	  with	  pop-­‐up	  criteria	  based	  data	  sheets	  presentation.	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Additionally,	  archival	  material	  on	  the	  event	  could	  be	  obtained	  via	  the	  KPI	  summary	  page.	  As	  
indicated	  in	  Figure	  5.14	  Magnified	  data	  sheet	  as	  indicated	  in	  Figure	  5.13,	  there	  is	  a	  view	  
website	  link,	  which	  navigates	  to	  the	  relevant	  archive	  material.	  In	  this	  case	  Figure	  5.15	  The	  
Joy	  of	  Loss	  archival	  material	  situated	  on	  the	  DavisThomas	  website	  and	  5.16	  The	  Joy	  of	  Loss	  
archival	  material	  situated	  on	  the	  CIP	  website.	  These	  figures	  represent	  the	  current	  archival	  
material,	  at	  time	  of	  writing,	  for	  the	  exhibition	  and	  associate	  hothouse	  education	  project.	  
However	  this	  information	  could	  be	  augmented	  and	  enriched	  by	  the	  inclusion	  of	  additional	  
rich	  media	  documentation,	  audience	  and	  participant	  feedback.	  For	  instance,	  this	  exhibition	  
was	  part	  of	  the	  key	  partner	  schools	  (KGSC	  and	  QACI)	  program	  that	  engaged	  students	  in	  a	  
hothouse	  program	  of	  hybrid	  performance,	  Digital/New	  Media	  and	  visual	  arts	  development.	  
The	  program	  included	  exclusive	  performances	  for	  students	  (Figures	  5.17	  The	  Joy	  of	  Loss	  
performance	  shot,	  and	  5.18	  The	  Joy	  of	  Loss	  performance	  shot),	  as	  well	  as	  a	  weeklong	  
creative	  hothouse	  where	  students	  were	  able	  to	  work	  with	  the	  Joy	  of	  Loss	  team.	  This	  series	  of	  
activities	  culminated	  in	  the	  students’	  closing	  event.	  
Above	  left:	  Figure	  5.15.	  The	  Joy	  of	  Loss	  archival	  material	  situated	  on	  the	  DavisThomas	  website.	  Retrieved	  from:	  
http://davisthomas.com.au/works/idaprojects/idaprojects-­‐-­‐joy-­‐-­‐loss-­‐2011.	   	  
	  
Above	  right:	  Figure	  5.16.	  The	  Joy	  of	  Loss	  archival	  material	  situated	  on	  the	  CIP	  website.	  Retrieved	  from	  
http://www.ciprecinct.qut.edu.au/archive/details.jsp?-­‐news-­‐event-­‐id=37102	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The	  type	  of	  information	  within	  an	  archive	  is	  only	  limited	  by	  the	  nature	  of	  the	  material	  posted	  
-­‐	  the	  richer	  the	  material,	  the	  richer	  the	  archive.	  For	  instance	  The	  Cube	  engagement	  program	  
produces	  and	  publishes	  both	  standard	  QUT	  Precincts	  website	  information	  and	  a	  range	  of	  
additional	  archival	  material.	  CubeJam	  (2014)	  is	  a	  networked	  program	  of	  activities,	  engaging	  a	  
range	  of	  target	  audiences,	  in	  the	  design	  thinking	  challenge.	  The	  standard	  material	  on	  the	  
website	  is	  enriched	  by	  the	  CubeJam	  Blog,	  which	  captures	  the	  event,	  participant	  activities	  
and	  feedback.	  This	  richer	  archival	  approach	  gives	  the	  platform	  users	  a	  window	  into	  the	  
program	  in	  action.	  
	  
Step	  5.	  Network	  summaries	  
The	  user	  can	  also	  request	  overall	  summaries	  of	  a	  given	  network.	  This	  information	  would	  be	  
presented	  graphically,	  such	  as	  the	  examples	  of	  Figures	  5.19	  Visual	  representation	  of	  the	  
graphical	  presentation	  of	  the	  IDAP	  Network	  Events,	  5.20	  Visual	  representation	  of	  the	  
graphical	  presentation	  of	  the	  IDAP	  Primary	  Network	  2010–2013,	  5.21	  Visual	  representation	  
of	  the	  graphical	  presentation	  –	  IDAP	  Network	  Primary	  Value	  Proposition	  data	  2010–2013,	  
5.22	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  IDAP	  Network	  2010–2013	  
Target	  Discipline	  areas	  data,	  and	  5.23	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  





Above	  left:	  Figure	  5.17.	  The	  Joy	  of	  Loss	  performance	  shot,	  courtesy	  the	  artist	  and	  QUT	  Precincts	  (photograph	  by	  Keith	  Novack)	  
retrieved	  from	  http://www.ciprecinct.qut.edu.au/archive/2011/loss.jsp.	  Above	  right:	  Figure	  5.18.	  The	  Joy	  of	  Loss	  performance	  
shot,	  courtesy	  the	  artist	  and	  QUT	  Precincts	  (photograph	  by	  KeithNovack)	  retrieved	  from	  
http://www.ciprecinct.qut.edu.au/archive/2011/loss.jsp.	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Figure	  5.20	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  IDAP	  Primary	  Network	  
2010–2013	  program,	  offers	  a	  summary	  overview	  of	  the	  audience	  types	  (as	  defined	  by	  the	  
KPIs)	  who	  were	  engaged	  through	  the	  IDAP	  Primary	  Network	  2010–2013.	  This	  data	  indicates	  
a	  balanced	  approach	  to	  the	  use	  of	  partnership	  opportunity,	  as	  it	  demonstrates	  that	  all	  
audience	  types	  were	  considered	  and	  catered	  for.	  Equally,	  Figures	  5.21	  Visual	  representation	  
of	  the	  graphical	  presentation	  –	  IDAProjects	  network	  primary	  value	  proposition	  data	  2010–
2013,	  and	  5.22	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  IDAP	  Network	  
2010–2013	  Target	  Discipline	  areas	  data,	  demonstrate	  the	  key	  value	  of	  the	  partnership	  and	  
engagement	  with	  the	  creative	  industries	  discipline	  areas.	  In	  consideration	  of	  the	  balance	  
indicated	  in	  Figure	  5.21	  Visual	  representation	  of	  the	  graphical	  presentation	  –	  IDAProjects	  
Network	  Primary	  Value	  Proposition	  Data	  2010–2013,	  a	  strong	  future	  partnership	  proposal	  
Above	  left:	  Figure	  5.19.	  Visual	  
representation	  of	  the	  graphical	  
presentation	  of	  the	  IDAP	  Network	  
Events	  linked	  to	  relevant	  data	  sheets	  
and	  overall	  summary	  sheets.	  Above	  
right:	  Figure	  5.20.	  Visual	  
representation	  of	  the	  graphical	  
presentation	  of	  the	  IDAP	  Primary	  
Network	  2010–2013	  program.	  
	  
Network	  Summary	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might	  be	  one	  that	  focused	  on	  engagement	  with	  higher	  degree	  research,	  and	  the	  showcasing	  




































Figure	  5.22.	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  IDAP	  Network	  2010–2013	  
Target	  Discipline	  areas	  data.	  	  
Figure	  5.21.	  Visual	  representation	  of	  the	  graphical	  presentation	  -­‐	  IDAProjects	  network	  primary	  
value	  proposition	  data	  2010–2013.	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Figure	  5.23	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  overall	  summary	  data	  
for	  IDAP	  Primary	  Network	  2010–2013,	  condenses	  the	  diversity	  and	  richness	  of	  the	  program	  
into	  statistical	  KPI	  servicing.	  This	  type	  of	  data	  presentation	  quickly	  indicates	  the	  wealth	  and	  
value	  of	  the	  program.	  The	  summary	  overview	  can	  also	  be	  cross-­‐referenced	  to	  partnership	  
agreements,	  and	  exhibition	  and	  engagement	  proposal	  check-­‐sheets,	  to	  ensure	  intentions	  
were	  achieved.	  Such	  additional	  information	  could	  be	  included	  in	  the	  platforms	  database.	  
Correspondingly,	  with	  the	  introduction	  of	  robust	  feedback	  and	  survey	  systems,	  to	  
complement	  the	  current	  counting	  of	  feet-­‐through-­‐the-­‐door	  reporting	  mechanism,	  a	  stronger	  
evaluation	  of	  the	  network	  outcomes	  could	  also	  be	  accommodated	  in	  the	  platform.	  
	  
The	  platform	  user	  can	  also	  engage	  the	  program	  information	  via	  the	  criteria	  hubs.	  The	  
following	  example	  illustrates	  Animation	  through	  the	  Creative	  Industries	  Discipline	  Areas	  
criteria	  hub.	  This	  network	  was	  also	  initiated	  and	  supported	  by	  the	  IDAP	  partnership.
Figure	  5.23.	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  overall	  summary	  data	  for	  IDAP	  Primary	  Network	  
2010–2013.	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TARGETED	  CIF	  DISCIPLINE	  AREA	  -­‐	  ANIMATION	  
	  
Step	  1.	  Identify	  the	  network	  
Platform	  user	  activates	  the	  Target	  Discipline	  –	  Animation,	  and	  the	  network	  is	  highlighted.	  
The	  Animation	  network	  is	  represented	  via	  blue	  Containers	  and	  lines	  of	  connection	  (Figure	  
5.24	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  highlighted	  Animation	  




Step	  2.	  Single	  out	  the	  network	  
The	  Animation	  network	  is	  singled	  out	  through	  isolating	  it	  from	  all	  other	  networks	  (Figure	  
5.25	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  Animation	  network	  isolated	  
from	  the	  overall	  2010–2013	  CIP	  program),	  offering	  an	  at-­‐a-­‐glance	  overview	  of	  the	  program	  
network	  separated	  from	  the	  broader	  programming	  ecology.	  Whilst	  Figure	  5.25	  Visual	  
representation	  of	  the	  graphical	  presentation	  of	  the	  Animation	  network	  isolated	  from	  the	  
Figure	  5.24.	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  highlighted	  Animation	  network	  situated	  in	  the	  
2010–2013	  CIP	  Program.	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overall	  2010–2013	  CIP	  program,	  isolates	  the	  network	  from	  the	  broader	  program,	  it	  remains	  




This	  visual	  presentation	  of	  the	  network	  communicates	  the	  strategy	  of	  a	  program	  that	  builds	  
communities	  and	  audiences	  on	  triggers	  of	  experience	  across	  a	  range	  of	  streamed	  activities.	  
This	  network	  started	  with	  an	  activity	  native	  to	  Animation	  –	  the	  screenings	  of	  works.	  The	  CIP	  
team	  curated	  a	  number	  of	  screening	  events	  at	  QUT	  and	  internationally.	  These	  activities	  were	  
then	  leveraged	  in	  2012	  to	  instigate	  the	  pilot	  of	  Mondo	  Motion	  (2012	  –	  ongoing)	  –	  a	  public	  
programs	  series.	  Since	  its	  inception,	  this	  network	  approach	  has	  been	  building	  an	  audience	  
of:	  sector	  professionals	  (as	  participants,	  presenters	  and	  mentors),	  animation	  students	  (as	  
participants	  and	  workshop	  facilitators)	  and	  a	  wider	  interested	  public	  (including	  school	  
programs	  and	  general	  public).	  The	  network	  of	  events	  was	  designed	  to	  eventually	  corral	  a	  
now	  burgeoning,	  interest-­‐based	  community	  into	  engaging	  with	  a	  major	  professional	  show	  
ANtIMATION	  (2014).	  The	  ANtIMATION	  exhibition	  brings	  the	  investigational	  and	  
interdisciplinary	  nature	  of	  experimental	  Animation	  practice	  to	  the	  fore,	  acknowledging	  the	  
Figure	  5.25.	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  Animation	  network	  isolated	  from	  the	  overall	  
2010-­‐2013	  CIP	  program.	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rich	  history	  and	  current	  practitioners	  who	  are	  pushing	  the	  boundaries	  between	  art,	  film	  and	  
media	  technology.	  As	  well	  as	  the	  role	  of	  artist	  animators	  in	  a	  space	  that	  expands	  well	  
beyond	  the	  commercial	  main	  stream	  of	  Disney	  and	  Pixar.	  ANtIMATION	  broadens	  the	  
discourse	  of	  animation	  and	  engages	  the	  community	  with	  local	  and	  international	  luminaries	  
in	  the	  field	  of	  experimental	  animation,	  and	  invigorates	  the	  ongoing	  Mondo	  Motion	  
engagement	  series.	  
	  
Step	  3.	  Key	  performance	  indicators	  –	  managerial	  lens	  reporting	  matrices	  
As	  the	  user	  drills	  down	  into	  each	  activity	  within	  the	  Animation	  network,	  data	  from	  the	  
Managerial	  Lens	  of	  the	  platform	  is	  presented.	  The	  value	  of	  each	  activity	  is	  demonstrated	  via	  
a	  data	  sheet	  of	  information	  that	  indicates	  the	  intention	  of	  the	  program	  in	  relation	  to	  the	  site	  
KPIs,	  as	  exampled	  in	  Figures	  5.26	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  
Animation	  network	  events	  linked	  to	  relevant	  data	  sheets	  and	  overall	  summary	  sheets,	  5.27	  
Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  event	  data	  sheet	  –	  indicating	  this	  
sheet	  will	  be	  magnified	  in	  the	  Figure	  5.28.	  The	  curatorial	  lens	  information	  is	  extended	  by	  



















Above:	  Figure	  5.26	  Visual	  representation	  of	  the	  graphical	  
presentation	  of	  the	  Animation	  network	  events	  linked	  to	  
relevant	  data	  sheets	  and	  overall	  summary	  sheets.	  	  
	  
Right:	  Figure	  5.27	  Visual	  representation	  of	  the	  graphical	  
presentation	  of	  the	  event	  data	  sheet	  –	  indicating	  this	  sheet	  
will	  be	  magnified	  in	  the	  Figure	  5.28.	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Above	  top:	  Figure	  5.28	  The	  magnified	  datasheet	  for	  Mondo	  Motion.	  Retrieved	  from:	  
http://datavis.davisthomas.com.au/projects.php.	  	  
	  
Above	  lower:	  Figure	  5.29.	  Archive	  material	  relating	  to	  Mondo	  Motion.	  retrieved	  from:	  
http://davisthomas.com.au/works/access-­‐learning/mondo-­‐motion-­‐2013.	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In	  the	  same	  way	  as	  illustrated	  in	  the	  IDAP	  network	  description,	  the	  Animation	  network	  can	  
also	  link	  to	  an	  overall	  summary	  page,	  any	  associate	  agreement	  material	  and	  information	  
relevant	  to	  the	  academics’	  involved.	  Equally,	  depending	  on	  the	  richness	  of	  the	  feedback	  data	  
collected,	  an	  evaluation	  of	  the	  network	  outcomes	  and	  intentions	  can	  also	  be	  displayed	  via	  
the	  platform.	  
	  
The	  descriptions	  of	  the	  ‘Lenses’	  have	  taken	  the	  reader	  through	  two	  of	  the	  primary	  criteria	  
hubs	  –	  Primary	  Value	  Proposition	  –	  2.3	  Partnership,	  and	  Targeted	  Discipline	  Areas	  3.5	  
(Animation).	  Audience	  Type	  1.1	  future	  students	  have	  also	  been	  touched	  on	  in	  Chapter	  Two	  –	  
Creative	  Industries	  Precinct	  and	  what	  follows	  describes	  how	  an	  activity	  stream	  can	  be	  
conveyed	  through	  the	  model.	  While	  this	  is	  a	  more	  physical	  lens	  through	  which	  to	  review	  the	  
programming	  model,	  it	  offers	  a	  crucial	  bridge	  between	  the	  curatorial	  conversations	  and	  the	  
operational	  reporting	  perspectives.	  
	  
ACTIVITY	  STREAM	  –	  PARER	  PLACE	  PROJECTS	  
	  
Parer	  Place	  Projects	  (PPP)	  is	  an	  external	  public	  projection	  site	  that	  hosts	  a	  curated	  nightly	  
programming	  of	  diverse	  moving	  image	  content.	  However,	  due	  to	  the	  public	  nature	  of	  the	  
site,	  the	  current	  (traditional)	  reporting	  mechanism	  of	  ‘feet-­‐through-­‐the-­‐doors’	  is	  ineffectual	  









Above	  left:	  Figure	  5.30.	  Iain	  Andersen,	  Twelve	  Fives,	  2010,	  courtesy	  the	  artist	  and	  QUT	  Precincts	  (photographer	  Keith	  
Novack).	  	  
	  
Above	  right:	  Figure	  5.31	  Gary	  Wilis,	  Play	  For	  You,	  1979,	  Installation	  shot	  from	  Video	  Void	  –	  Australian	  Video	  Art	  1970s	  –	  
1980s,	  courtesy	  the	  artist	  and	  QUT	  Precinct	  (photographer	  Keith	  Novack).	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The	  current	  system	  of	  reporting	  leaves	  sites	  of	  this	  nature	  vulnerable,	  especially	  when	  large	  
budgetary	  requests	  such	  as	  equipment	  renewal	  cycles	  arise.	  These	  sites	  generally	  have	  no	  
standard	  reportable	  statistics	  to	  add	  weight	  to	  any	  argument	  for	  expenditure.	  For	  instance	  
over	  the	  period	  of	  this	  research	  project	  the	  Parer	  Place	  Project’s	  stream	  has:	  
	  
• Linked	  QUT	  to	  national	  and	  international	  partnerships;	  
	  
• Facilitated	  the	  display	  of	  world-­‐class	  works	  at	  CIP;	  
	  
• Enabled	  the	  display	  of	  QUT	  works	  (of	  students	  and	  alumni)	  and	  curated	  shows	  both	  
nationally	  and	  internationally;	  
	  
• Been	  the	  primary	  site	  for	  one	  practice-­‐led	  PhD	  and	  one	  masters	  project	  and	  one	  
iterative	  artist	  in	  residency	  project;	  and	  
	  
• In	  addition,	  branded	  QUT	  both	  nationally	  and	  internationally.	  
	  
Yet,	  the	  value	  of	  the	  stream	  remains	  invisible	  in	  the	  current	  reporting	  paradigm.	  However,	  
when	  viewed	  through	  the	  proposed	  digital	  platform	  and	  the	  two	  lenses,	  the	  real	  value	  is	  
exposed.	  The	  PPP	  stream	  services	  a	  broad	  range	  of	  KPIs	  because	  it	  clearly	  intersects	  across	  a	  
plethora	  of	  program	  networks	  as	  displayed	  in	  Figures	  5.32	  Visual	  representation	  of	  the	  
graphical	  presentation	  of	  the	  highlighted	  Parer	  Place	  Projects	  network	  program	  situated	  in	  
the	  2010–2013	  CIP	  Program,	  and	  5.33	  Visual	  representation	  of	  the	  graphical	  presentation	  of	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Figure	  5.32	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  highlighted	  Parer	  Place	  Projects	  network	  program	  
situated	  in	  the	  2010–2013	  CIP	  Program.	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The	  highlighted	  network	  in	  Figure	  5.32	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  
the	  highlighted	  Parer	  Place	  Projects	  network	  program	  situated	  in	  the	  2010–2013	  CIP	  
Program,	  represents	  the	  PPP	  activities	  stream	  within	  the	  overview	  of	  the	  program,	  whilst	  
Figure	  5.33	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  highlighted	  Parer	  Place	  
Projects	  network	  program	  isolated	  from	  the	  overall	  2010-­‐2013	  CIP	  program,	  reveals	  the	  
stream’s	  engagement	  network	  isolated	  from	  the	  wider	  CIP	  program.	  PPP	  leverages	  and	  
enriches	  a	  wide	  range	  of	  activities	  connecting	  across	  other	  streams	  and	  engagement	  
networks,	  indicated	  by	  the	  interwoven	  nature	  of	  the	  visual	  pattern	  and	  the	  wide	  range	  of	  
different	  coloured	  Containers	  and	  lines	  of	  connection.	  The	  platform	  user	  can	  investigate	  
each	  of	  the	  programming	  networks	  that	  this	  stream	  intersects	  with	  and	  related	  services,	  and	  
or,	  investigate	  any	  single	  event	  within	  the	  steam	  –	  as	  indicated	  in	  Figures	  5.34	  Data	  sheet	  for	  




Above:	  Figure	  5.33	  Visual	  representation	  of	  the	  graphical	  presentation	  of	  the	  highlighted	  Parer	  Place	  Projects	  network	  
program	  isolated	  from	  the	  overall	  2010–2013	  CIP	  Program.	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One	  iteration	  of	  Open	  Sourced:	  Openly	  Sourced	  (2013),	  a	  curated	  program	  of	  five	  screenings,	  
is	  represented	  in	  Figure	  5.34	  Data	  sheet	  for	  Open	  Sourced	  –	  Openly	  Sourced.	  The	  program,	  
undertaken	  by	  Masters	  Candidate	  and	  Curatorial	  Intern,	  Andi	  Halfpapp,	  consisted	  of	  
research	  in	  the	  field	  of	  digital	  open	  source.	  Halfpapp	  sought	  out	  and	  presented	  a	  range	  of	  
works	  that	  critically	  engaged	  with	  their	  content,	  process	  and	  implications	  of	  Open	  Source	  
practices.	  Additionally	  Halfpapp	  experimented	  with	  the	  Digital/New	  Media	  curatorship	  
relationship	  by	  working	  collaboratively	  with	  artists	  and	  the	  public.	  Participants	  became	  both	  
Top:	  Figure	  5.34	  Data	  sheet	  for	  Open	  Sourced	  –	  Openly	  Sourced	  Retrieved	  from:	  
http://datavis.davisthomas.com.au/projects.php.	  	  
	  
Above	  lower:	  Figure	  5.35	  Data	  sheet	  for	  KGSC	  Retrieved	  from:	  
http://datavis.davisthomas.com.au/projects.php.	  	  
CURATING	  IN	  UNCHARTERED	  TERRITORIES	   	   	   LUBI	  THOMAS	  	  	  	  
	  	   85	  
viewer	  and	  co-­‐author.	  This	  synthesis	  of	  new	  knowledge	  and	  experimental	  engagement	  will	  
be	  presented	  as	  part	  of	  Halfpapp’s	  Master	  of	  Research	  Thesis.	  
	  
Figure	  5.35	  Data	  sheet	  for	  KGSC,	  represents	  part	  of	  the	  ongoing	  key	  education	  partners	  
network	  (noted	  earlier).	  The	  screening	  is	  an	  annual	  showcase	  of	  KGSC	  work	  from	  the	  
previous	  graduating	  year,	  with	  students	  creating	  a	  range	  of	  works	  from	  site-­‐specific	  through	  
to	  traditional	  moving	  image	  and	  experimental	  video.	  This	  screening	  program	  represents	  the	  
start	  of	  a	  new	  program	  of	  engagement	  with	  the	  school	  and	  CIP,	  which,	  as	  already	  discussed,	  




















Above:	  Figure	  5.36	  Data	  sheet	  





Right:	  Figure	  5.37	  Data	  sheet	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Points	  of	  View	  (2013),	  represented	  by	  the	  data	  sheet	  Figure	  5.36	  Data	  sheet	  for	  Points	  of	  
View,	  was	  a	  showcase	  of	  works	  generated	  by	  participants	  (high	  school	  students	  and	  
educations	  from	  QLD	  and	  NSW)	  during	  a	  master-­‐class	  facilitated	  by	  internationally	  acclaimed	  
artist	  Shaun	  Gladwell.	  Participants	  gained	  insight	  into	  Shaun's	  practice	  then	  worked	  
collaboratively	  to	  conceive	  and	  create	  a	  two	  channel	  video	  work.	  dLux	  –	  Digital	  Women	  
(2010)	  (Figure	  5.37	  dLux,	  Digital	  Women),	  highlights	  the	  data	  sheet	  for	  a	  screening	  within	  a	  
partnership	  series	  of	  screenings	  that	  acknowledge	  the	  often	  under	  represented	  female	  
practitioner	  within	  Digital/New	  Media.	  The	  loss	  of	  such	  a	  stream	  would	  impact	  on	  the	  overall	  
CIP	  program	  as	  it	  would	  lose	  a	  public	  facing,	  low	  staffing	  impact,	  display	  facility.	  This	  site	  
successfully	  services	  a	  range	  of	  partnership	  outcomes	  relating	  to	  public	  display	  that	  would	  
not	  be	  achievable	  in	  any	  other	  CIP	  or	  QUT	  precincts	  location.	  The	  Parer	  Place	  Projects	  
program	  offers	  real	  value	  to	  our	  key	  local	  and	  international	  education	  partners.	  However,	  
without	  new	  forms	  of	  reporting,	  by	  which	  to	  reveal	  this	  data	  and	  demonstrate	  the	  value	  of	  
the	  program,	  as	  proposed	  in	  the	  research,	  the	  visibility	  and	  viability	  of	  the	  program	  remains	  
in	  question.	  Operational	  considerations	  tend	  to	  determine	  the	  release	  of	  new,	  or	  ongoing	  
resources	  for	  a	  program	  and	  site.	  However	  these	  decision	  makers	  are	  often	  removed	  from	  
the	  program	  and	  deliverables,	  relying	  only	  on	  the	  reporting	  matrices	  information	  presented	  
to	  them.	  The	  research	  demonstrates	  and	  addresses	  the	  need	  for	  a	  theoretically	  informed	  
programming	  model	  that	  functions	  as	  a	  curatorial	  tool,	  by	  which	  to	  capture	  and	  present	  a	  
more	  complex	  representation	  of	  a	  program’s	  purposes	  and	  deliverables	  for	  a	  managerial	  
audience.	  The	  following	  section	  will	  describe	  the	  platform	  through	  the	  managerial	  lens	  and	  
highlight	  some	  of	  the	  key	  challenges	  it	  addresses.	  
	  
DEMONSTRATING	  THE	  MODEL	  -­‐	  THE	  MANAGERIAL	  LENS	  
	  
The	  design	  of	  the	  Managerial	  Lens	  intentionally	  removes	  the	  network	  model	  from	  the	  
material	  page	  and	  places	  it	  in	  a	  digital	  framework	  that	  allows	  the	  user	  to	  engage	  with	  
information	  focused	  directly	  on	  the	  KPI	  criteria	  of	  the	  site,	  through	  a	  number	  of	  different	  
investigatory	  routes.	  This	  managerial	  centric	  information	  is	  presented	  via	  the	  annual	  
overviews,	  and	  individual	  event	  and	  activity	  streams	  data	  sheets	  and	  summary	  views.	  The	  
design	  of	  this	  data	  format,	  incorporating	  information	  pertinent	  to	  relevant	  reporting	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requirements,	  has	  been	  considered	  in	  relation	  to	  the	  intended	  audience,	  in	  this	  case,	  
operations	  and	  resource	  managers,	  supervisors	  and	  boards.	  The	  model	  enables	  prioritisation	  
of	  effective	  at-­‐a-­‐glance	  layouts.	  The	  primary	  information	  offered	  through	  the	  Managerial	  
Lens	  is	  the	  performance	  of	  any	  given	  year,	  stream,	  network	  or	  event	  in	  relation	  to	  the	  KPIs	  of	  
the	  site.	  In	  a	  future	  iteration,	  the	  platform	  (currently	  functioning	  as	  a	  demonstrator	  level	  
prototype)	  would	  also	  display	  attendance	  numbers	  and	  access	  to	  rich	  summary	  feedback	  
from	  participants.	  
	  
The	  following	  is	  a	  step-­‐by-­‐step	  description	  of	  the	  Managerial	  Lens	  of	  the	  platform13.	  The	  
entry	  point	  to	  the	  Managerial	  Lens,	  illustrated	  in	  Figure	  5.38	  Criteria	  and	  area	  performance	  
across	  years,	  is	  at	  the	  overview	  level,	  in	  this	  instance	  the	  four	  years	  of	  the	  research	  program.	  





Figure	  5.38	  Criteria	  and	  area	  performance	  across	  years	  Retrieved	  from:	  http://datavis.davisthomas.com.au/index.php.	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This	  entry-­‐level	  view	  allows	  for	  an	  at-­‐a-­‐glance	  year	  by	  year	  comparison.	  It	  prioritises	  the	  
main	  criteria	  hubs	  as	  circles	  and	  the	  individual	  streams	  as	  diamonds.	  The	  level	  the	  icon	  sits	  at	  
on	  the	  chart	  and	  the	  size	  of	  the	  icon	  indicates	  the	  attainment	  levels	  for	  the	  specific	  criteria	  
hub	  or	  stream	  within	  the	  identified	  year.	  For	  instance	  the	  2010	  TDA	  (Targeted	  Discipline	  
Area)	  is	  low	  and	  small,	  whereas	  the	  2013	  TDA	  is	  higher	  and	  larger,	  which	  indicates	  that	  2013	  
had	  a	  greater	  level	  of	  success	  when	  considering	  the	  program	  through	  the	  TDA	  criteria.	  Each	  year	  
is	  also	  colour-­‐coded,	  via	  the	  rim	  line,	  to	  assist	  with	  the	  reading	  of	  information	  across	  the	  
platform.	  Each	  criteria	  circle	  can	  be	  opened	  (by	  clicking)	  to	  display	  increasingly	  more	  detailed	  
reviews	  of	  KPI	  servicing	  levels.	  Figures	  5.39	  Data	  Sheet	  Audience	  Types	  summary	  overview	  
2010,	  5.40	  Data	  sheet	  Audience	  Types	  summary	  overview	  2011,	  5.41	  Data	  Sheet	  Audience	  
Types	  summary	  overview	  2012,	  and	  5.42	  Data	  Sheet	  Audience	  Types	  summary	  overview	  2013	  




















Above:	  Figure	  5.39.	  Datasheet	  Audience	  Types	  
summary	  overview	  2010	  Retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php.	  
Right:	  Figure	  5.40.	  Datasheet	  Audience	  Types	  
summary	  overview	  2011	  Retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php.	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This	  information	  could	  also	  be	  produced	  as	  an	  expanded	  cycle	  –	  in	  this	  case	  four	  years	  of	  data.	  
The	  display	  would	  note	  the	  following	  attainment	  levels	  for	  the	  2010–2013	  cycle:	  
• 68%	  -­‐	  Audience	  Types	  criteria;	  
• 61%	  -­‐	  Primary	  Value	  Proposition;	  and	  
• 48%	  -­‐	  Targeted	  Discipline	  Areas.	  
	  
The	  platform	  can	  also	  demonstrate	  each	  activity	  stream	  against	  the	  criteria.	  It	  is	  hoped	  that	  
introducing	  this	  type	  of	  data	  into	  the	  Managerial	  Lens	  mitigates	  against	  perceived	  risk	  





Above:	  Figure	  5.41.	  Datasheet	  Audience	  Types	  
summary	  overview	  2012	  Retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php.	  
Right:	  Figure	  5.42.	  Datasheet	  Audience	  Types	  
summary	  overview	  2013	  Retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php.	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Figures	  5.44	  Data	  Sheet	  Parer	  Place	  Projects	  summary	  overview	  2013,	  5.45	  Data	  Sheet	  Public	  
&	  Education	  Programs	  summary	  overview	  2011	  and	  5.46	  Data	  Sheet	  Exhibitions	  –	  other	  
locations	  summary	  overview	  2010,	  are	  examples	  of	  annual	  summary	  sheets	  for	  the	  Parer	  
Place	  Projects,	  the	  related	  Public	  &	  Education	  Programs,	  and	  exhibitions	  –	  from	  other	  
location	  streams.	  These	  data	  sets	  can	  be	  bundled	  into	  expanded	  cycles	  of	  programming	  data	  
such	  as	  four	  or	  five	  year	  cycles.	  Such	  data	  might	  be	  of	  use	  for	  longer	  funding	  cycles	  or	  





Above	  left:	  Figure	  5.44.	  Datasheet	  Parer	  Place	  
Projects	  summary	  overview	  2013	  Retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php.	   Above	  
	  
Above	  right:	  Figure	  5.45.	  Datasheet	  Public	  &	  




Right:	  Figure	  5.46.	  Datasheet	  Exhibitions	  –	  other	  
locations	  summary	  overview	  2010	  Retrieved	  from:	  
http://datavis.davisthomas.com.au/index.php.	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One	  last	  feature	  to	  note,	  at	  this	  summary	  level,	  is	  the	  roll	  over	  function	  that	  enables	  detail	  of	  
information	  to	  be	  textually	  represented.	  The	  diagrams	  in	  Figures	  5.47	  Close	  up	  of	  pie	  chart	  
representing	  Data	  Sheet	  Exhibitions	  –	  The	  Block	  summary	  overview	  2010	  and	  5.48	  Close	  up	  
of	  pie	  chart	  representing	  Data	  Sheet	  Public	  &	  Education	  Programs	  summary	  overview	  2012,	  
show	  that	  each	  section	  of	  the	  pie	  chart	  is	  related	  to	  the	  appropriate	  KPI	  criteria	  and	  the	  
percentage	  obtained.	  The	  pie	  chart	  layout	  facilitates	  at-­‐a-­‐glance	  information	  of	  an	  annual	  
Above	  top:	  Figure	  5.47	  Close	  up	  of	  pie	  chart	  representing	  Data	  sheet	  Exhibitions	  –	  The	  Block	  summary	  
overview	  2010	  Retrieved	  from:	  http://datavis.davisthomas.com.au/index.php	  
	  
Above	  lower:	  Figure	  5.48	  Close	  up	  of	  pie	  chart	  representing	  Data	  sheet	  Public	  &	  Education	  Programs	  
summary	  overview	  2012	  Retrieved	  from:	  http://datavis.davisthomas.com.au/index.php.	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program	  in	  relation	  to	  the	  three	  criteria	  hubs.	  For	  instance,	  the	  Public	  &	  Education	  Program	  
2012	  (Figure	  5.48	  Close	  up	  of	  pie	  chart	  representing	  Data	  Sheet	  Public	  &	  Education	  Programs	  
summary	  overview	  2012)	  indicates	  a	  stronger	  focus	  on	  servicing	  the	  Audience	  Types	  criteria.	  
This	  may	  be	  of	  concern	  and	  require	  action	  (depending	  on	  the	  severity	  of	  the	  focus	  or	  
imbalance)	  or	  simply	  to	  be	  of	  note.	  The	  next	  level	  in	  the	  programming	  data	  is	  via	  the	  Projects	  
View	  tab.	  The	  Projects	  View	  can	  be	  entered	  via	  the	  link	  offered	  on	  all	  of	  the	  summary	  pages	  
or	  via	  the	  tab	  bar	  at	  the	  bottom	  of	  the	  platform	  page.	  
	  
The	  platform	  user	  has	  a	  number	  of	  filter	  options	  to	  permit	  different	  entry	  points.	  For	  
instance,	  Figure	  5.49	  Graphical	  presentation	  of	  the	  2010–2013	  CIP	  program,	  is	  a	  visual	  
presentation	  of	  all	  the	  streams	  across	  all	  the	  years,	  whereas	  Figure	  5.50	  Graphical	  





















Figure	  5.49.	  Graphical	  presentation	  of	  the	  2010–2013	  CIP	  Program	  Retrieved	  from	  
datavis.davisthomas.com.au/projects.php	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The	  information	  presented	  in	  Figure	  5.50	  Graphical	  presentation	  of	  the	  2010–2013	  
Exhibitions	  stream,	  articulates	  the	  quantity	  of	  activities	  in	  the	  four-­‐year	  cycle	  and	  the	  delivery	  
of	  the	  program	  across	  the	  calendar	  year	  (running	  left	  to	  right	  as	  indicated	  by	  the	  top	  axis	  
label).	  This	  visual	  presentation	  gives	  the	  user	  a	  sense	  of	  the	  variances	  of	  attainment	  that	  the	  
different	  activities	  within	  a	  delivered	  stream,	  across	  the	  four-­‐year	  cycle.	  This	  articulates	  the	  
attainment	  of	  the	  experimental	  projects	  (indicated	  through	  a	  strip	  surface)	  and	  the	  standard	  
or	  more	  traditional	  projects.	  From	  the	  at-­‐a-­‐glance	  layout,	  Figure	  5.50	  Graphical	  presentation	  
of	  the	  2010–2013	  Exhibitions	  stream,	  notes	  the	  majority	  of	  shows	  delivered	  on	  more	  than	  
50%	  of	  the	  criteria	  requirements.	  From	  this	  page,	  a	  user	  can	  then	  choose	  a	  number	  of	  entry	  









Figure	  5.50.	  Graphical	  presentation	  of	  the	  2010–2013	  Exhibitions	  stream	  Retrieved	  from	  
http://datavis.davisthomas.com.au/projects.php	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Above	  top:	  Figure	  5.51	  Graphical	  presentation	  of	  the	  2010	  CIP	  Program.	  Retrieved	  from	  
http://datavis.davisthomas.com.au/projects.php	  
	  
Above	  lower:	  Figure	  5.52	  Graphical	  presentation	  of	  the	  2013	  CIP	  Program.	  Retrieved	  from	  
http://datavis.davisthomas.com.au/projects.php	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Figures	  5.51	  Graphical	  presentation	  of	  the	  2010	  CIP	  Program,	  and	  5.52	  Graphical	  
presentation	  of	  the	  2013	  CIP	  Program,	  show	  the	  whole	  program	  for	  2010	  and	  2013	  
respectively,	  and	  facilitate	  a	  quick	  comparison	  of	  these	  two	  years	  of	  program	  activities.	  This	  
type	  of	  rich	  data,	  if	  presented	  in	  tables	  or	  remained	  in	  the	  Pugh	  Matrix	  layout,	  would	  be	  
complex,	  messy,	  and	  difficult	  to	  review.	  This	  platform	  allows	  that	  data	  to	  be	  easily	  read.	  A	  
manager	  can	  compare	  complex	  data	  sets	  and	  draw	  conclusions	  regarding	  the	  sustainability	  
and	  risk	  of	  the	  program	  relatively	  easily	  and	  quickly.	  In	  this	  instance,	  the	  2010	  program	  
demonstrates	  extremes	  at	  both	  ends	  of	  the	  scale.	  Some	  activities	  are	  clearly	  responding	  and	  
delivering	  on	  the	  criteria,	  whilst	  others	  struggle	  to	  do	  so.	  Correspondingly,	  the	  2013	  program	  
speaks	  of	  a	  maturing	  program	  that	  achieves	  in	  delivering	  a	  program	  with	  events	  that	  each	  
service	  at	  least	  50%	  of	  the	  KPI	  criteria.	  This	  less	  scattered	  pattern,	  when	  cross-­‐referenced	  with	  
the	  attendance	  figures	  (2010:	  6188	  and	  2013:	  7956,	  See	  appendices	  4.1,	  4.2	  and	  4.4,	  4.17)	  




















Right:	  Figure	  5.54	  Graphical	  
presentation	  of	  the	  2010–2013	  




Left:	  Figure	  5.53	  Graphical	  presentation	  
of	  the	  2013	  Parer	  Place	  Projects	  
Stream.	  Retrieved	  from	  
http://datavis.davisthomas.com.au/pro
jects.php	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Managers	  can	  also	  review	  individual	  streams	  in	  single	  or	  multiple	  years,	  as	  illustrated	  in	  
Figure	  5.53	  Graphical	  presentation	  of	  the	  2013	  Parer	  Place	  Projects	  Stream,	  and	  Figure	  5.54	  
Graphical	  presentation	  of	  the	  2010–2013	  Parer	  Place	  Projects	  Stream.	  This	  information	  
indicates	  a	  variable	  and	  experimental	  program	  with	  over	  50%	  of	  the	  program	  delivering	  on	  























Furthermore,	  this	  style	  of	  visual	  displays	  allows	  for	  quick	  assessments	  and	  investigations	  to	  
be	  undertaken	  in	  relation	  to	  the	  peaks	  and	  troughs.	  For	  instance,	  Figure	  5.55	  Graphical	  
presentation	  of	  the	  2010–2013	  Parer	  Place	  Projects,	  discloses	  two	  particularly	  low	  scoring	  
events,	  indicated	  by	  the	  placement	  and	  size	  of	  the	  dot	  on	  the	  chart.	  
	  
	  
Right:	  Figure	  5.56	  Data	  Sheet	  Peer	  
2	  Peer	  JP	  –	  Tokyo	  Animation,	  




Left:	  Figure	  5.55	  Graphical	  
presentation	  of	  the	  2010-­‐
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There	  are	  a	  number	  of	  potential	  reasons	  why	  an	  event	  scores	  low.	  These	  may	  include:	  
	  
• Being	  targeted	  for	  specific	  outcome	  or	  purpose;	  
	  
• Being	  a	  small	  but	  important	  part	  of	  a	  larger	  program	  network;	  and	  
	  
• Human	  error	  at	  point	  of	  data	  entry.	  
	  
Human	  error	  represents	  a	  considerable	  risk	  in	  program	  curation,	  particularly	  in	  unchartered	  
territories	  or	  minority	  cultural	  spaces,	  and	  as	  such	  programs	  often	  labour	  under	  the	  
misconceived,	  yet	  pervasive	  myth	  that	  the	  program	  is	  risky	  and	  not	  conducive	  to	  risk	  adverse	  
environments	  (noted	  earlier	  and	  in	  Chapter	  One	  –	  Contextual	  Review).	  A	  report	  
misrepresenting	  a	  program	  bolsters	  these	  myths	  through	  appearing	  to	  offer	  evidenced-­‐
based	  notions	  of	  an	  unsuccessful	  or	  overly	  niche	  program.	  Such	  a	  scenario	  can	  be	  very	  
damaging	  and	  difficult	  to	  counter.	  A	  reporting	  platform,	  such	  as	  the	  one	  presented	  here,	  
affords	  curators	  and	  managers	  an	  informed	  opportunity	  to	  examine	  the	  outcomes	  of	  any	  
given	  event,	  stream,	  or	  annual	  program.	  To	  return	  to	  Figure	  5.56	  Data	  Sheet	  Peer	  2	  Peer	  JP	  –	  
Tokyo	  Animation,	  2011,	  where	  the	  investigator	  has	  rolled	  over	  the	  dot	  to	  identify	  the	  event	  
it	  represents,	  the	  title	  of	  the	  program	  may	  be	  enough	  to	  validate	  the	  low	  score.	  However,	  in	  
the	  instance	  of	  Figure	  5.5	  (Graphical	  presentation	  of	  the	  2010-­‐2013	  Parer	  Place	  Projects)	  ,	  
the	  dot	  represents	  an	  event	  titled	  Peer	  2	  Peer	  –	  JP	  Tokyo	  Animation	  (2011)	  and	  as	  such,	  the	  
curator,	  believes	  it	  should	  have	  scored	  higher.	  Therefore,	  further	  investigation	  is	  required.	  
Moving	  through	  the	  dot	  (see	  Figure	  5.56	  Data	  Sheet	  Peer	  2	  Peer	  JP	  –	  Tokyo	  Animation,	  2011)	  
presents	  the	  criteria	  data	  sheet.	  In	  this	  instance,	  this	  second	  step	  uncovers	  the	  low	  score	  and	  
is	  due	  to	  human	  error	  (the	  ‘no	  scores’	  of	  two	  of	  the	  criteria	  categories	  indicates	  that	  they	  
have	  not	  been	  completed	  at	  time	  of	  data	  entry).	  This	  anomaly	  would	  most	  likely	  have	  
remained	  hidden	  in	  a	  paper	  report	  and	  contributed	  to	  a	  negative	  misrepresentation	  of	  the	  
program.	  Thankfully,	  a	  digital	  platform	  can	  be	  instantaneously	  updated	  and	  republished,	  
thus	  reducing	  risk	  of	  inaccurate	  or	  out-­‐of-­‐date	  reporting.	  Another	  example	  of	  this	  capacity	  to	  
see	  and	  investigate	  potential	  anomaly	  is	  described	  in	  Figures	  5.57	  Graphical	  presentation	  of	  
the	  2012	  Exhibitions	  –	  The	  Block,	  and	  5.58	  Graphical	  presentation	  of	  the	  2012	  Exhibitions	  –	  
The	  Block	  with	  rollover	  reveal.	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Once	  the	  title	  of	  the	  show	  has	  appeared	  on	  the	  screen	  (via	  a	  rollover	  mechanism),	  there	  is	  
no	  need	  for	  further	  investigation.	  The	  dot	  represents	  a	  PhD	  presentation.	  The	  purpose	  of	  
this	  event	  is	  to	  afford	  the	  examiners	  the	  opportunity	  to	  view	  the	  work	  as	  part	  of	  their	  
examination	  process	  as	  well	  as	  present	  the	  final	  PhD	  work	  to	  the	  HDR	  and	  Research	  
community.	  Although	  this	  event	  is	  low	  on	  the	  criteria	  checklist,	  it	  does	  provide	  a	  valuable	  
service	  to	  the	  community	  and	  the	  Creative	  Industries	  Faculty.	  At	  this	  time	  these	  nuances	  of	  
low	  attainment	  score,	  but	  high	  value,	  could	  be	  better	  demonstrated	  in	  the	  platform.	  The	  
platform	  currently	  relies	  on	  managers	  and	  curators	  being	  aware	  of	  the	  value	  of	  individual	  
activities	  and	  their	  significance.	  
Above	  left:	  Figure	  5.57	  Graphical	  presentation	  of	  the	  2012	  Exhibitions	  –	  The	  Block.	  Retrieved	  from	  
http://datavis.davisthomas.com.au/projects.php	  
	  
Above	  right:	  Figure	  5.58	  Graphical	  presentation	  of	  the	  2012	  Exhibitions	  –	  The	  Block	  with	  rollover	  reveal.	  Retrieved	  from	  
http://datavis.davisthomas.com.au/projects.php	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The	  platform	  offers	  insight	  on	  individual	  events	  and	  highlights	  the	  need	  for	  a	  rich	  and	  vital	  
archive	  of	  the	  program.	  As	  noted	  in	  Chapter	  Two	  –	  Creative	  Industries	  Precinct,	  
experimentation	  and	  programming	  in	  unchartered	  territories	  is	  generally	  the	  domain	  of	  
small	  sites	  (within	  larger	  organisations),	  small	  arts	  organisations	  and	  themed	  festivals.	  These	  
sites	  and	  programs	  are	  often	  temporary,	  and	  it	  is	  the	  archive	  that	  becomes	  their	  enduring	  
legacy	  (Eltham,	  2014).	  Closure	  of	  such	  locations	  can	  generally	  be	  linked	  to	  cyclic	  cultural	  
funding	  rounds	  and	  leading	  edge	  or	  risky	  experimental	  exhibition	  sites	  are	  generally	  first	  to	  
be	  impacted	  by	  changing	  Government	  policy	  –	  as	  recently	  experienced	  in	  Queensland	  201213.	  
When	  thinking	  about	  this	  occurrence	  and	  referring	  back	  to	  Gere’s	  concerns	  in	  his	  new	  media	  
and	  the	  gallery	  in	  the	  digital	  age	  essay	  (Gere,	  2008,	  pp.	  22-­‐25)	  (as	  discussed	  in	  Chapter	  One	  –	  
Contextual	  Review),	  QCP’s	  online	  archive	  now	  plays	  a	  key	  role	  in	  ensuring	  that	  the	  
contemporary	  photographic	  practices	  of	  Queensland	  can	  still	  be	  accessed.	  Although	  the	  
Creative	  Industries	  Precinct	  site	  is	  part	  of	  the	  university,	  rather	  than	  a	  public	  funded	  site,	  it	  
has	  also	  experienced	  short	  notice	  of	  termination	  for	  sites	  for	  programming.	  The	  Billboard	  
project	  was	  terminated	  in	  2012	  due	  to	  high	  maintenance	  costs.	  During	  its	  time	  (2004–2012),	  
measuring	  45m	  x	  9m,	  the	  Billboard	  was	  Australia's	  largest	  public	  art	  canvas	  and	  was	  seen	  daily	  
by	  an	  estimated	  50,000	  commuters.	  The	  program	  commissioned	  and	  exhibited	  20	  artworks	  
designed	  for	  the	  space	  (QUT,	  2012).	  All	  that	  remains	  of	  it	  is	  the	  archive	  on	  the	  Creative	  
Industries	  Precinct’s	  website.	  
	  
In	  consideration	  of	  these	  concerns	  the	  CIP	  archive	  continues	  to	  be	  developed,	  although	  
resources	  for	  a	  more	  extensive	  archive	  are	  limited	  and	  not	  a	  current	  priority.	  Archival	  
material	  unfortunately	  often	  plays	  second	  fiddle	  to	  the	  promotion	  of	  the	  current	  and	  future	  
programming	  activities.	  	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  13	  The	  Queensland	  Government	  dramatically	  cut	  funding	  to	  small-­‐to-­‐medium	  sized	  arts	  organisations	  (Eltham,	  2014).	  In	  the	  fallout	  from	  this	  
particular	  round	  of	  cuts,	  one	  of	  the	  local	  key	  organisations	  in	  Brisbane	  -­‐	  Queensland	  Centre	  for	  Photography	  (QCP)	  closed	  its	  doors	  in	  2014	  
(McLeish,	  2014).	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The	  reporting	  platform	  attempts	  to	  address	  this	  challenge	  through	  actively	  connecting	  a	  
current	  report	  to	  the	  appropriate	  archival	  material	  through	  a	  proposed	  system	  that	  would	  
require	  this	  work	  to	  be	  completed	  for	  a	  report	  to	  be	  finalised.	  Such	  a	  system	  would	  change	  
the	  priority	  of	  archival	  work	  from	  low	  to	  immediate.	  One	  of	  the	  more	  successful	  examples	  of	  
CIP’s	  current	  archival	  material	  is	  Datascape	  (2013),	  which	  features	  a	  gallery	  of	  images	  from	  
the	  opening	  event	  and	  installation	  shots	  of	  the	  show,	  as	  well	  as	  the	  floor	  brochure.	  
	  
This	  chapter	  discloses	  the	  principles	  and	  capacities	  of	  the	  platform	  to	  facilitate	  the	  
communication	  of	  the	  programming	  model	  and	  associated	  curatorial	  and	  managerial	  
reporting	  outcomes.	  The	  research	  project	  has	  responded	  to	  the	  challenges	  uncovered	  in	  
relation	  to	  experimental	  works,	  exhibitions	  and	  programs	  and	  incorporated	  my	  response	  as	  
a	  curator	  to	  the	  realities	  of	  working	  in	  a	  non-­‐traditional	  site.	  The	  next	  section,	  Findings,	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Turning	  my	  own	  tacit	  practitioner’s	  understandings	  into	  explicit	  knowledge,	  particularly	  in	  
the	  authentic	  positioning	  of	  a	  site-­‐responsive	  art	  practice	  and	  expertise	  as	  the	  foundations	  
of	  a	  curatorial	  model	  of	  practice,	  was	  key	  to	  the	  research	  and	  its	  consideration	  of	  modality	  
within	  The	  Block	  as	  a	  site.	  The	  re-­‐modeling	  and	  subsequent	  move	  away	  from	  the	  traditional	  
exhibition	  centric	  model	  of	  programming	  for	  the	  CIP	  site	  (as	  discussed	  in	  Chapter	  One	  –	  
Contextual	  Review)	  to	  a	  more	  responsive,	  forward	  thinking	  model	  reflects	  how	  the	  curatorial	  
practice	  model	  has	  emerged	  and	  evolved	  from	  an	  arts	  practice	  model.	  	  
	  
Beyond	  these	  insights,	  the	  findings	  discussed	  in	  this	  chapter	  have	  shaped	  the	  outputs	  of	  the	  
research	  project	  and	  set	  a	  path	  for	  future	  development.	  The	  proposed	  model	  aligns	  
curatorial	  practice	  with	  an	  evaluation	  and	  reporting	  focus	  that	  emerged	  during	  the	  research	  
project.	  The	  data	  collated,	  during	  the	  process	  of	  transferring	  my	  tacit	  knowledge	  and	  
thinking	  into	  explicit,	  quickly	  became	  unwieldy	  when	  ‘standard’	  Excel	  based	  matrices,	  such	  
as	  the	  Pugh	  Matrix,	  were	  applied	  for	  analysis.	  The	  result	  was	  the	  development	  of	  a	  visual	  
language	  solution	  conceived	  as	  a	  digital	  platform	  that	  allows	  for	  clear	  and	  refined	  levels	  of	  
data	  to	  be	  displayed	  in	  a	  simplistic	  and	  elegant	  manner.	  As	  demonstrated	  in	  Chapter	  Three	  –	  
The	  Model,	  the	  patterns	  generated	  by	  the	  programming	  activities	  enabled	  the	  data	  sets	  to	  
be	  read	  and	  easily	  analysed.	  The	  digital	  platform	  tool	  takes	  a	  holistic	  approach	  to	  the	  
complex	  interplay	  of	  priorities,	  compounded	  by	  the	  undefined	  and	  experimental	  nature	  of	  
sites	  such	  as	  CIP,	  and	  allows	  the	  user	  to	  intuitively	  access	  and	  draw	  on	  reportable	  
information.	  The	  platform	  clearly	  addresses	  the	  identified	  research	  problem	  in	  terms	  of	  
programming	  in	  The	  Block.	  Its	  flexibility	  and	  agility	  mean	  that	  the	  platform	  could	  be	  
applicable	  in	  broader	  cultural	  contexts,	  where	  non-­‐traditional	  sites	  and	  new	  cultural	  
territories	  are	  being	  explored.	  
	  
To	  write	  or	  talk	  about	  a	  program	  of	  engagement	  with	  and	  without	  being	  able	  to	  see	  a	  rich	  
media,	  data	  visualised	  evidence	  of	  the	  program	  are	  two	  very	  different	  experiences.	  The	  
following	  section	  discusses	  the	  three	  interwoven	  findings	  from	  the	  research	  project	  that	  
encapsulate	  the	  potential	  of	  the	  platform	  in	  relation	  to	  challenges	  originally	  identified	  in	  the	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thesis.	  These	  are	  entitled:	  From	  the	  one	  to	  the	  many;	  Reporting	  is	  King;	  and	  Archive	  is	  an	  
essential	  part	  of	  program	  life.	  
	  
	  
FROM	  THE	  ONE	  TO	  THE	  MANY	  
	  
• The	  Creative	  Industries	  Precinct	  is	  not	  unique,	  but	  rather	  one	  part	  of	  the	  history	  
and	  contemporary	  narrative	  of	  galleries	  and	  programs	  working	  in	  fields	  of	  
experimental	  cultural	  discourse.	  
	  
In	  new	  and	  unchartered	  cultural	  territories	  of	  engagement,	  where	  the	  nexus	  of	  art,	  technology	  
and	  science,	  design,	  display	  and	  public	  engagement	  are	  being	  increasingly	  drawn	  together,	  
such	  programming	  models,	  as	  the	  one	  proposed	  in	  the	  thesis,	  are	  becoming	  increasingly	  
pertinent.	  The	  research	  project	  was	  instigated	  by	  the	  realisation	  that	  these	  sites	  and	  their	  
programs	  potentially	  labour	  under	  similar	  issues	  of	  perceived	  risk	  as	  a	  side-­‐effect	  of	  being	  
exactly	  what	  they	  are	  designed	  to	  be	  –	  vanguard	  and	  exploratory.	  Despite	  common	  challenges,	  
there	  appears	  to	  be	  no	  formal	  programming	  models	  in	  the	  public	  domain	  for	  this	  area	  of	  
curatorial	  practice.	  The	  discourse	  remains	  exhibition	  centric	  and	  as	  such	  the	  type	  of	  curatorial	  
programming	  practice	  and	  related	  theoretical	  discourse	  researched	  here	  is	  only	  just	  beginning	  
to	  emerge.	  The	  consequence	  is	  that	  curators	  in	  this	  space	  must	  navigate	  uncertain	  territory	  by	  
their	  own	  volition,	  as	  a	  prophet	  in	  their	  own	  land	  –	  something	  that	  is	  rarely	  successful.	  
Without	  active	  discourse	  in	  these	  new,	  uncharted	  and	  non-­‐standard	  cultural	  engagement	  
areas	  there	  is	  nothing	  for	  practitioners	  to	  draw	  on,	  or	  adapt	  and	  respond	  to.	  How	  do	  curators	  
in	  these	  sites	  find	  out	  what	  and	  how	  other	  programs	  are	  functioning?	  Importantly	  what	  are	  
the	  pragmatic	  programming	  structures	  and	  curatorial	  principles	  underpinning	  other	  programs	  
and	  are	  they	  broad	  enough	  to	  be	  adapted	  to	  specific	  sites,	  including	  CIP?	  Equally,	  the	  absence	  
of	  models	  and	  related	  curatorial	  practice	  methods	  for	  non-­‐traditional	  sites	  means	  curators	  lack	  
explicit	  examples	  to	  address	  queries,	  respond	  to	  criticism	  or	  reassure	  stakeholders.	  
	  
It	  is	  worth	  noting	  that	  very	  few	  programs	  or	  establishments	  are	  embedded	  in	  or	  have	  access	  
to	  a	  leading	  university	  and	  its	  research.	  This	  realisation	  instigated	  a	  reappraisal	  of	  the	  
research	  project’s	  intended	  outcomes,	  shifting	  from	  deciphering	  how	  best	  to	  translate	  and	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transmit	  tacit	  knowledge	  generated	  through	  the	  development	  of	  the	  CIP	  program,	  and	  how	  
best	  to	  discern	  and	  articulate	  the	  underlying	  principles	  of	  the	  program	  as	  a	  model.	  A	  
meaningful	  contribution	  to	  new	  knowledge	  is	  the	  articulation,	  trialling	  and	  demonstration	  
via	  the	  CIP	  program,	  of	  principles	  that	  could	  be	  adapted	  by	  other	  sites	  and	  programs.	  A	  
model	  that,	  in	  the	  future,	  might	  support	  the	  conception	  and	  development	  of	  cultural	  
engagement	  programs	  and	  sites	  that	  reflect	  our	  progressive	  digitally	  augmented	  culture	  and	  
society	  (Timson,	  2014),	  such	  as	  The	  Cube,	  situated	  in	  QUT’s	  new	  Science	  and	  Engineering	  
Centre	  and	  other	  early	  adopters	  of	  the	  Science	  and	  Arts	  integration	  –	  STEAM	  (Science,	  
Technology,	  Engineering,	  Arts	  and	  Math).	  
	  
With	  this	  shift	  in	  thinking	  from	  the	  one	  to	  the	  many	  and	  the	  formulating	  of	  a	  programming	  
model	  rather	  than	  the	  demonstration	  of	  a	  program,	  the	  challenge	  became	  how	  to	  
communicate	  that	  information	  in	  an	  adaptable	  and	  useable	  manner.	  
	  
The	  digital	  platform	  therefore	  represents	  a	  pragmatic	  tool	  that:	  
• Enables	  curatorial	  teams,	  in	  a	  range	  of	  cultural	  sites,	  to	  collaboratively	  design	  and	  
assess	  the	  merits	  of	  a	  proposed	  event	  or	  network	  of	  programs	  via	  the	  forecasting	  
capabilities	  of	  the	  platform;	  
• Facilitates	  the	  imagining	  and	  planning	  of	  different	  program	  structures,	  from	  the	  
linear	  to	  a	  networked,	  multi-­‐stream,	  multi-­‐modal	  delivery	  of	  engagement;	  
• Forecasts	  and	  tests	  a	  program	  proposal	  before	  instigation	  to	  ensure	  that	  the	  efforts	  
and	  resources	  remain	  focused	  on	  the	  intended	  purposes	  and	  outcomes;	  
• Supports	  the	  communication	  of	  a	  program	  to	  managerial	  levels,	  even	  before	  the	  
program	  has	  been	  activated	  and	  any	  associate	  costs	  and	  resources	  for	  delivery	  have	  
been	  engaged;	  and	  
• Facilitates	  understanding,	  and	  mitigates	  the	  sense	  of	  risk	  that	  experimental	  and	  non-­‐
traditional	  cultural	  programs,	  as	  Huffman	  pointed	  out,	  can	  elicit	  (Kathy	  Rae	  Huffman	  
int.	  Cook,	  et	  al.,	  2010b,	  p.	  6),	  through	  syndicating	  the	  curatorial	  conversation	  with	  
demonstrative	  reporting.	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These	  capacities,	  with	  all	  the	  potential	  they	  bring,	  emerged	  and	  are	  being	  trialed	  through	  a	  
paper	  prototype	  of	  the	  digital	  platform	  designed	  here.	  
	  
	  
REPORTING	  IS	  KING:	  
	  
• The	  current	  industry	  standard	  ‘feet-­‐through-­‐the-­‐door’	  reporting	  impacts	  on	  the	  
visibility	  and	  perceived	  value	  of	  programs	  delivered	  in	  non-­‐traditional	  exhibition	  
spaces.	  
	  
Current	  approaches	  do	  not	  facilitate	  the	  communication	  of	  qualitative	  data,	  and	  the	  illusive	  
ideal	  of	  demonstrating	  impact.	  The	  current	  reporting	  standard	  does	  not	  ask	  and	  reflect	  upon	  
what	  success	  looks	  like	  for	  any	  given	  site	  or	  on	  the	  value	  and	  purpose	  of	  a	  particular	  
program,	  or	  even	  in	  how	  the	  program	  performed	  in	  addressing	  it’s	  specific	  purpose.	  Such	  an	  
approach	  reframes	  the	  manner	  in	  which	  non-­‐standard	  programs,	  as	  well	  as	  those	  often	  
small	  and	  niche	  programs	  within	  larger	  organisations,	  can	  be	  understood	  and	  recognised.	  As	  
this	  thesis	  has	  established,	  sites	  in	  unchartered	  cultural	  territories,	  both	  historically	  and	  in	  
my	  own	  experience,	  face	  the	  challenge	  of	  being	  ‘unknown’,	  and	  it	  is	  exactly	  this	  unknown	  
quality	  that	  elicits	  a	  range	  of	  attitudes,	  which	  curators	  have	  to	  counter	  and	  diminish.	  The	  
main	  attitudes	  can	  be	  categorised	  as:	  
• Dismissive	  –	  where	  the	  program	  is	  deemed	  as	  not	  being	  relevant	  because	  it	  is	  
unknown	  and	  unsupported	  by	  mainstream	  and	  larger	  institutions;	  
• The	  fleeting	  fad	  –	  reflected	  in	  the	  position	  of	  the	  continuous	  new	  phenomena	  that	  
this	  area	  of	  cultural	  discourse	  occupies	  within	  the	  larger	  cultural	  institutions;	  
• Questionable	  validity	  –	  because	  the	  content,	  activities	  and	  staffing	  structures,	  and	  
usually	  the	  sites	  themselves,	  do	  not	  reflect	  gallery	  sector	  norms;	  and	  
• Risky	  business	  –	  where	  it	  does	  not	  fit	  into	  the	  art	  history	  canon,	  or	  easily	  situated	  
within	  the	  objecthood	  gallery	  formula	  (Collings,	  2000,	  pp.	  31–32;	  Dieter	  Daniels	  cited	  
in	  Cook,	  2008b,	  p.	  32;	  Gere,	  2008,	  pp.	  14,	  19–20,	  22–25).	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Given	  these	  findings,	  the	  concept	  of	  a	  managerial	  lens	  becomes	  an	  essential	  counterpart	  to	  
assembling	  a	  complete	  curatorial	  programming	  model.	  I	  realised	  that	  what	  is	  reported	  is	  key	  
in	  countering	  unfounded	  bias	  and	  subsequent	  risk	  mitigation.	  Galleries	  tend	  to	  consider	  the	  
risk	  to	  reputation	  and	  as	  a	  result,	  are	  likely	  to	  only	  support	  temporary	  and	  minor	  programs	  
and	  locations.	  They	  weigh	  the	  financial	  risk	  and	  limit	  funding.	  An	  effect	  of	  these	  mitigative	  
processes	  is	  the	  sidelining	  of	  experimental	  practice,	  which	  perpetuates	  the	  myth	  of	  failure	  or	  
minor	  relevance	  within	  the	  cultural	  landscape	  (Gere,	  2008,	  pp.	  15,	  25);	  a	  position	  that	  
current	  industry	  standard	  reporting,	  measured	  by	  the	  feet-­‐through-­‐the-­‐doors	  criteria	  
supports.	  A	  paradigm	  solved	  by	  the	  blockbuster	  centric	  programming,	  as	  mentioned	  in	  
Chapter	  One	  –	  Contextual	  Review	  (Barker,	  1999,	  pp.	  128–131;	  Boland,	  2013)	  continues	  to	  
enable.	  However,	  smaller	  sites,	  including	  CIP,	  function	  under	  a	  range	  of	  KPIs,	  which	  are	  laid	  
down	  as	  part	  of	  the	  steering	  mechanism	  for	  the	  program.	  Yet,	  these	  criteria	  and	  the	  degree	  
to	  which	  a	  program	  is	  servicing	  them,	  is	  not	  generally	  reported	  on.	  In	  response,	  the	  
managerial	  lens	  supports	  the	  re-­‐framing	  of	  how	  success	  is	  gauged	  and	  publicised.	  
	  
The	  task	  of	  presenting	  information	  that	  inevitably	  becomes	  dense	  and	  intricate	  is	  also	  eased	  
through	  an	  uncluttered	  structure.	  The	  application	  of	  data	  visualisation	  and	  simple	  info-­‐
graphics	  makes	  complex	  data	  more	  understandable	  and	  broadens	  the	  types	  of	  discoveries	  
that	  can	  be	  undertaken.	  The	  design	  rationale	  prioritises	  the	  use	  of	  effective	  at-­‐a-­‐glance	  
layouts	  and	  for	  the	  performance	  information	  to	  be	  offered	  at	  a	  number	  of	  scales:	  year/s,	  
stream/s,	  program	  networks	  and	  event/s.	  When	  fully	  developed	  (beyond	  the	  early	  
prototype)	  the	  managerial	  lens	  will:	  
• Permit	  managers	  to	  investigate	  and	  compare	  these	  complex	  data	  sets	  with	  ease	  and	  
efficiency,	  and	  draw	  evidenced	  based	  conclusions	  regarding	  the	  sustainability	  and	  
risk	  of	  a	  program;	  
• Facilitate	  communication	  of	  the	  program	  (both	  past,	  present	  and	  future)	  in	  relation	  
to	  the	  criteria;	  
• Demonstrate	  each	  activity,	  program	  network	  and	  stream	  against	  the	  criteria;	  
• Reduce	  risk	  of	  reporting	  errors	  and	  therefore	  negative	  misrepresentation;	  and	  
• Re-­‐frame	  what	  success	  looks	  like	  and	  how	  to	  gauge	  it.	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Additional	  iterations	  of	  the	  platform	  will	  add	  a	  level	  of	  cross-­‐referencing	  and	  augment	  rigour	  
to	  reporting	  of	  partnerships,	  philanthropy	  and	  sponsorship	  agreements.	  It	  is	  after	  all,	  the	  
operational	  considerations	  determined	  by	  managerial	  staff	  that	  determines	  the	  release	  of	  
resources	  for	  programs.	  Thus	  a	  re-­‐framed	  and	  effective	  communication	  of	  what	  success	  
looks	  like	  is	  essential.	  
	  
	  
ARCHIVE	  IS	  AN	  ESSENTIAL	  PART	  OF	  PROGRAM	  LIFE	  
	  
• Acknowledge	  the	  importance	  and	  role	  of	  the	  archive	  for	  this	  field	  of	  cultural	  
engagement.	  
	  
A	  traditional	  notion	  of	  the	  archive	  does	  not	  address	  the	  considerable	  challenge	  of	  archiving	  
digital	  works	  for	  future	  display	  and	  collection.	  While	  this	  is	  beyond	  the	  scope	  and	  scale	  of	  
this	  research	  project	  and	  my	  practice,	  the	  research	  model	  suggests	  the	  archive	  functions	  as	  a	  
valuable	  resource	  and	  support	  to	  the	  reporting	  matrix.	  The	  archive	  plays	  a	  role	  in	  presenting	  
evidenced	  qualitative	  data,	  capturing	  the	  context	  and	  actual	  occurrences.	  For	  programs	  such	  
as	  CIP,	  to	  actuate	  what	  they	  aspire	  to	  do,	  and	  to	  be	  judged	  upon	  the	  delivery	  of	  that	  
inspiration	  requires	  a	  different	  type	  of	  relationship	  with	  those	  audiences	  (and	  their	  feet)	  and	  
a	  different	  model	  of	  illuminating	  this	  experience	  and	  activity.	  This	  genre	  of	  program	  runs	  on	  
communities	  not	  audiences.	  For	  instance,	  CIP	  is	  not	  situated	  in	  a	  walk-­‐by	  location	  nor	  does	  it	  
function	  within	  the	  gallery	  standards	  of	  daily	  and	  ongoing	  opening	  hours,	  bookshops	  and	  
café.	  No	  one	  wanders	  in	  as	  an	  accidental	  or	  even	  casual	  audience	  member;	  every	  person	  we	  
count	  has	  chosen	  to	  come	  to	  the	  site	  and	  engage.	  The	  investment	  and	  relationship	  between	  
the	  program	  and	  participants	  is	  one	  that	  is	  cultivated;	  growing	  a	  casual	  spectator	  into	  an	  
enabled	  contributor,	  and	  from	  contributor	  to	  a	  sustainable	  invested	  community.	  As	  such,	  the	  
delivery	  of	  engagement	  needs	  to	  be	  relevant	  and	  enabling,	  as	  does	  the	  capturing	  and	  
witnessing	  of	  these	  experiences.	  This	  requires	  a	  different	  type	  of	  archival	  methodology	  and	  
intent	  –	  a	  challenge	  for	  future	  research.	  	  
	  
Consequently,	  as	  a	  curator	  of	  such	  programs	  and	  through	  the	  research	  project	  itself,	  it	  
became	  evident	  that	  a	  preparedness	  to	  constantly	  reflect,	  invent,	  trial,	  evolve	  and	  capture	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on	  a	  number	  of	  fronts	  is	  essential	  to	  the	  ongoing	  vitality	  of	  a	  program.	  This	  can	  be	  a	  lonely	  
place,	  because	  as	  Chapter	  One	  –	  Contextual	  Review	  illustrates,	  such	  an	  experimental	  and	  
responsive	  style	  of	  curatorship	  and	  program	  is	  not	  mainstream	  curatorial	  practice	  (Cherix,	  
2008,	  p.	  5).	  Despite,	  such	  historic	  luminaries	  as	  Katherine	  Dreier,	  whose	  practice	  and	  life,	  at	  
the	  time	  of	  establishing	  what	  is	  now	  the	  contemporary	  art	  gallery,	  was	  far	  from	  conventional	  
or	  standard.	  I	  wonder	  what	  type	  of	  cultural	  space	  and	  engagement	  Dreier	  would	  be	  
interested	  in	  if	  she	  were	  alive	  today.	  However,	  this	  is	  the	  landscape	  of	  our	  times	  and	  as	  the	  
research	  indicates,	  sites	  of	  Digital/New	  Media	  display	  and	  public	  engagement	  programming	  
seemed	  not	  to	  be	  sustained	  by	  their	  organisations.	  Given	  that	  these	  programs	  are	  
predominately	  (certainly	  within	  the	  Australian	  context)	  fleeting	  moments	  in	  a	  site’s	  history,	  
the	  need	  to	  capture	  the	  experience	  beyond	  the	  floor	  brochure/catalogue	  convention	  of	  the	  
exhibition	  is	  vital.	  However	  in	  a	  tight	  resource	  reality,	  archival	  development	  and	  publication	  
is	  not	  a	  priority	  next	  to	  the	  promotion	  of	  current	  program	  activities.	  The	  platform	  addresses	  
this	  issue	  through	  combining	  the	  reporting	  structure	  with	  archival	  material	  that	  transforms	  
into	  rich	  qualitative	  evidence.	  
	  
There	  is	  a	  continuing	  challenge	  relating	  to	  the	  collection	  and	  preservation	  of	  the	  artworks	  in	  
this	  cultural	  space,	  in	  that	  regardless	  of	  the	  additional	  deliberations	  on	  the	  unique	  nature	  of	  
the	  audience’s	  relationship	  to	  the	  works,	  the	  art,	  is	  in	  essence,	  the	  point	  of	  interaction.	  
Collections	  and	  the	  archival	  systems	  of	  our	  major	  cultural	  collections	  remains	  object	  
orientated	  and	  as	  such	  institutions	  are	  failing	  to	  collect	  Digital/New	  Media	  art	  (Gere,	  2008,	  
pp.	  14,	  20).	  Gere	  suggest	  this	  is	  a	  pragmatic	  challenge	  and	  an	  ideological	  contest,	  given	  that	  
new	  technologies	  “radically	  bring	  into	  question	  not	  just	  the	  way	  in	  which	  art	  galleries	  and	  
museums	  operate,	  but	  the	  very	  notions	  of	  history,	  heritage	  and	  even	  time	  itself	  upon	  which	  
they	  are	  all	  predicated”	  (Gere,	  2008,	  p.	  14).	  
	  
All	  of	  these	  dynamics:	  fleeting	  programs	  in	  large	  institutions;	  resource	  limits	  of	  small	  scale	  
organisations;	  and	  the	  lack	  of	  archival	  capability	  on	  behalf	  of	  the	  big	  institutions;	  shaped	  the	  
way	  I	  considered	  weaving	  the	  archive	  imperative	  into	  the	  activities	  of	  the	  programming	  
model.	  Although,	  it	  must	  be	  noted	  that	  the	  type	  of	  material	  and	  the	  successful	  capturing	  
methodologies	  of	  that	  material	  sit	  outside	  of	  this	  project’s	  scope.	  However,	  through	  the	  
recognition	  that	  the	  task	  of	  capture	  and	  archive	  currently	  sits	  on	  the	  shoulders	  of	  the	  smaller	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organisations,	  I	  have	  attempted	  to	  embed	  archiving	  publication	  and	  its	  associated	  required	  
efforts	  into	  the	  platforms	  deliverables.	  
	  
If	  the	  field	  is	  to	  tackle	  resounding	  issues	  of	  invisibility	  and	  eventual	  inclusion	  into	  the	  larger	  
institutions,	  collections	  and	  spaces,	  then	  Digital/New	  Media	  needs	  to	  build	  a	  wider	  aware-­‐
ness	  and	  representation	  beyond	  the	  artists	  and	  the	  exhibition	  centric	  programming	  model.	  
	  
	  
CONCLUSION	  AND	  FUTURE	  DIRECTIONS	  
	  
The	  challenge	  of	  effective	  communication	  and	  demonstration	  of	  the	  Creative	  Industries	  
Precinct	  (CIP)	  program	  has	  remained	  constant	  throughout	  its	  lifespan.	  Regardless	  of	  the	  
continued	  positive	  and	  growing	  attendance	  figures,	  the	  program	  continues	  to	  be	  something	  
of	  an	  enigma	  to	  the	  operational	  and	  management	  level	  stakeholders	  at	  QUT.	  However,	  as	  
this	  research	  has	  established	  the	  place	  of	  the	  CIP	  site	  and	  program	  within	  the	  broader	  
cultural	  sector,	  it	  has	  become	  evident	  that	  challenges	  of	  value	  and	  comprehension	  are,	  in	  
part,	  due	  to	  a	  broader	  historical	  bias	  within	  the	  confines	  of	  visual	  arts	  galleries	  and	  the	  
museum	  sector.	  A	  prevailing	  bias	  that,	  though	  unintentional,	  may	  well	  be	  impacting	  on	  
stakeholders’	  perceptions	  of	  worth,	  validity,	  risk	  and	  failure	  (Gere,	  2008,	  pp.	  14–15,	  20).	  
Additional	  impacts	  flowing	  from	  this	  historical	  pattern	  include	  the	  challenge	  of	  the	  
appropriate	  display	  of	  the	  Digital/New	  Media	  artwork,	  the	  physical	  exhibition	  competences	  
of	  gallery	  staff,	  and	  audience	  awareness	  and	  development.	  It	  is	  the	  intention	  of	  this	  
research,	  trialled	  and	  tested	  through	  the	  2010–2013	  CIP	  program	  and	  a	  reflective	  practice	  
method	  of	  approach	  (illustrated	  in	  Figure	  2.1),	  that	  other	  non-­‐traditional	  galleries	  and	  
related	  sites	  can	  establish	  clearer	  programming	  models,	  develop	  stronger,	  connected	  
narratives	  and	  communication	  strategies	  at	  earlier	  and	  pivotal	  stages	  in	  the	  curatorial	  
process.	  Awareness	  of	  the	  underpinning	  principles	  of	  the	  CIP	  program,	  and	  critical	  reflective	  
‘in’	  and	  ‘on	  action’	  practices	  which	  initiated	  and	  guided	  iterative	  construction	  of	  the	  model	  
has	  been	  and	  will	  continue	  to	  be	  crucial	  here.	  
	  
Though	  still	  in	  its	  infancy,	  existing	  only	  as	  an	  early	  stage	  prototype,	  the	  digital	  platform	  
interface	  articulates	  and	  engages	  in	  finding	  communicative	  solutions	  to	  the	  challenges	  of	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curating	  in	  unchartered	  territories.	  These	  three	  key	  themes	  and	  the	  related	  ideas	  and	  
challenges	  created	  a	  framework	  for	  thinking	  about	  the	  essential	  outputs	  of	  this	  project.	  The	  
digital	  platform	  is	  the	  consequence	  of	  this	  thinking,	  being	  given	  the	  job	  of	  communicating	  a	  
programming	  model	  and	  imagining	  a	  re-­‐framed	  reporting	  paradigm.	  The	  platform	  is	  
intended	  to	  support	  the	  iterative	  development	  of	  new	  cultural	  sites	  of	  engagement,	  and	  
transitions	  these	  programs	  from	  the	  historical	  experiences	  of	  invisibility	  and	  validity	  
challenges,	  to	  positions	  of	  consequence	  and	  influence.	  
	  
The	  significant	  outcome	  then,	  is	  to	  offer	  a	  methodology	  that	  facilitates	  programming	  models	  
that	  are	  dynamic	  and	  responsive	  to	  the	  opportunities	  and	  possibilities	  that	  working	  in	  
unchartered	  territories	  offer;	  one	  that	  can	  also	  demonstrate	  the	  viability	  and	  validity	  of	  the	  
program	  in	  relation	  to	  the	  operational	  concerns.	  The	  process	  of	  externalising	  tacit	  
knowledge,	  generated	  through	  the	  inception	  and	  proliferation	  of	  the	  CIP	  engagement	  
program,	  progressed	  from	  describing	  the	  CIP’s	  program	  mode	  of	  operation,	  to	  proposing	  a	  
programming	  model	  that	  would	  expedite	  the	  development	  of	  site-­‐responsive,	  engagement	  
centric,	  culture	  programs	  for	  The	  Block	  and	  other	  similar	  sites.	  This	  change	  was	  brought	  
about	  through	  the	  research	  findings	  and	  the	  knowledge	  that	  while	  there	  are	  few	  sites	  similar	  
to	  CIP	  currently	  active,	  sites	  situated	  at	  the	  nexus	  of	  art,	  technology,	  design,	  display	  and	  
public	  engagement	  are	  becoming	  increasingly	  more	  common	  and	  popular.	  
	  
The	  research	  has	  also	  highlighted	  a	  number	  of	  key	  areas	  for	  further	  research.	  These	  include:	  
• Consideration	  of	  the	  value	  in	  sponsorship	  of	  the	  professional	  development	  of	  the	  
digital	  platform	  and	  its	  interface,	  including	  further	  design,	  coding	  and	  alpha	  and	  beta	  
processes;	  
• Testing	  the	  hypotheses	  that	  the	  programming	  model	  will	  instigate	  a	  more	  
collaborative	  approach	  to	  the	  development	  of	  the	  vision	  and	  performance	  criteria	  of	  
a	  cultural	  site.	  The	  forecasting	  capacity	  will	  reduce	  perceived	  risk	  and	  provide	  easy	  to	  
use,	  at-­‐a-­‐glance	  delivery	  of	  appropriate	  information	  reporting	  capabilities;	  and	  
• Addressing	  the	  archival	  challenge,	  and	  what	  and	  how	  to	  collect	  and	  capture	  outputs	  
in	  meaningful	  and	  sustainable	  ways.	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From	  researching,	  trialling	  and	  presenting	  the	  proposed	  programming	  model	  and	  platform	  
born	  from	  a	  real	  world	  context,	  it	  is	  my	  intention	  to	  contribute	  to	  the	  discipline	  of	  curating.	  
As	  Higgs	  stated,	  curating	  as	  a	  discipline	  “is	  in	  its	  infancy”	  (Matthew	  Higgs	  int.	  Cook,	  et	  al.,	  
2010b,	  p.	  8)	  and	  as	  such	  it	  is	  both	  evolving	  and	  curious.	  	  
	  
It	  is	  my	  intention	  that	  the	  research	  and	  thesis	  draws	  attention	  to	  the	  challenges	  of	  working	  
in	  new	  cultural	  territories.	  As	  part	  of	  the	  ‘maturation’	  process	  I	  propose	  site-­‐responsive	  
curating	  practices,	  programming	  and	  reporting	  models	  could	  be	  included	  as	  part	  of	  the	  
process.	  This	  additional	  level	  of	  consideration,	  which	  incorporates	  engagement,	  would	  
significantly	  advance	  the	  depth	  and	  usefulness	  of	  current	  exhibition	  centric	  approaches.	  
Such	  a	  development	  would	  support	  the	  sector	  in	  facing	  the	  challenges	  of	  expansion	  and	  
sustainability	  in	  our	  contemporary	  cultural	  spaces.	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QUT Art Museum www.artmuseum.qut.com | Gardens Theatre www.gardenstheatre.qut.com | Old Government House www.ogh.qut.edu.au  
Creative Industries Precinct | The Block | The Loft | The Parade Ground www.ciprecinct.qut.com 
















Exhibition!! Attendance!2010! Attendance!2009! Difference!!
SHAPE!! 803! 385! +418!
Exhibition!#2! 391!! 320! +71!
Exhibition!#3!! 1056! 626! +430!
Exhibition!#4! 160! 624! Y464!
Exhibition!#5! N/A! 433![Brisbane!festival]!! Y433!
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APPENDIX	  1.2	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SITE-­‐RESPONSIVE	  ART	  PRACTICE	  
	  
	  
Art	  in	  the	  Park	  -­‐	  Catch	  the	  Switch	  (1990)	  and	  KEEP	  (1991)	  are	  both	  projects	  in	  which	  I	  acted	  as	  an	  
artist-­‐curator.	  These	  projects	  were	  collaborative,	  site-­‐responsive	  exhibitions	  and	  events.	  
	  
For	  Art	  in	  the	  park,	  1990,	  I	  created	  the	  work	  Bandstand.	  Bandstand	  was	  part	  of	  a	  series	  of	  
works	  that	  sought	  to	  express	  the	  sound	  of	  the	  void	  or	  apparent	  empty	  space	  between	  
physical	  objects	  or	  elements.	  These	  works	  function	  by	  combining	  the	  sonic	  expression	  of	  the	  
void	  of	  the	  place	  (generated	  via	  a	  stung	  Piezo	  pickup	  and	  PA	  system)	  with	  the	  context	  of	  that	  
place.	  By	  combining	  these	  two	  elements	  and	  viewing	  the	  site	  through	  this	  lens,	  the	  work	  



























Left:	  Figure	  1.1	  Bandstand,	  1990,	  line,	  Piezo	  pickups,	  12v	  PA	  System,	  installation	  shot	  –	  installing	  Bandstand.	  	  	  
Right:	  Figure	  1.2	  Bandstand,	  1990,	  line,	  Piezo	  pickups,	  12v	  PA	  System,	  installation	  shot.	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I	  chose	  the	  Bandstand	  because	  of	  the	  dichotomy	  that	  could	  be	  drawn	  out	  by	  stringing	  up	  the	  
void	  space	  of	  the	  Bandstand	  to	  produce	  a	  sonic	  output.	  I	  was	  drawing	  on	  the	  publics’	  
established	  and	  understood	  sense	  of	  a	  site	  and	  through	  the	  artwork	  revealing	  the	  
contradictions	  which	  lie	  within	  the	  site	  as	  a	  result.	  This	  dichotomy	  being	  that	  a	  Bandstand,	  
an	  infrastructure	  that	  exists	  wholly	  for	  the	  purpose	  of	  making	  sound	  (in	  this	  instance	  band	  
music),	  spends	  most	  of	  the	  time	  empty	  and	  silent.	  It	  stands	  as	  a	  silent	  edifice,	  paying	  homage	  
to	  the	  rare	  moments	  of	  activation	  -­‐	  when	  the	  Band	  plays.	  Yet,	  if	  the	  use	  of	  the	  Bandstand	  was	  
broadened	  to	  include	  a	  variety	  of	  notions	  of	  music	  and	  legitimate	  activities	  within	  the	  space,	  
then	  the	  structure	  would	  become	  an	  enlivened	  and	  valued	  site.	  Through	  the	  presence	  of	  the	  
artwork,	  I	  offered	  an	  alternative	  to	  the	  established	  value	  and	  purpose	  of	  the	  Bandstand	  
structure.	  As	  both	  a	  site	  for	  the	  band	  to	  play,	  as	  well	  as	  to	  an	  extended	  idea	  of	  what	  music	  
and	  usage	  of	  the	  space	  might	  look	  like,	  this	  discourse	  could	  not	  be	  generated	  if	  it	  were	  not	  
for	  the	  site.	  The	  work	  is	  entirely	  reliant	  on	  the	  context	  in	  which	  it	  is	  placed.	  The	  site	  context	  
generates	  the	  conversation	  and	  inherent	  meaning	  behind	  the	  work.	  This	  relationship	  and	  
requirement	  of	  the	  location	  to	  generate	  meaning	  is	  what	  makes	  a	  work	  site-­‐responsive.	  As	  
Gillian	  McIver,	  founder	  of	  the	  art	  collective	  Luna	  Nera,	  clarifies	  in	  her	  on-­‐line	  essay	  ART/SITE:	  
theory	  and	  practice	  in	  site-­‐specific/site-­‐responsive	  contemporary	  art,	  site-­‐responsiveness	  is	  
concerned	  with	  context	  in	  both	  physical	  and	  social	  terms,	  including	  association	  and	  
connections	  to	  a	  wider	  cultural	  and	  social	  perception.	  
	  
“Site-­‐response	  in	  art	  occurs	  when	  the	  artist	  is	  engaged	  in	  an	  investigation	  of	  the	  
site	  as	  part	  of	  the	  process	  in	  making	  the	  work.	  The	  investigation	  will	  take	  into	  
account	  geography,	  locality,	  topography,	  community	  (local,	  historical	  and	  global),	  
history	  (local,	  private	  and	  national)”	  (McIver,	  n.d.).	  
	  
Another	  example	  of	  my	  site-­‐responsive	  practice	  is	  Fence	  Keeper,	  presented	  as	  part	  of	  the	  KEEP,	  
1991	  program.	  Fence	  Keeper	  was	  a	  sonic	  response	  to	  a	  contemporary	  and	  rather	  flimsy	  metal	  
fence	  that	  had	  been	  installed	  to	  guard	  the	  ancient	  castle	  at	  Newport,	  South	  Wales.	  Fence	  
Keeper	  comprised	  of	  a	  series	  of	  13	  small	  sound	  emitting	  artworks	  or	  elements	  that	  traverse	  
the	  fence	  line.	  Each	  element	  created	  an	  unpleasant,	  intermittent	  beeping	  sound	  that	  was	  
activated	  by	  the	  interplay	  between	  the	  artwork	  and	  the	  omnipresent	  element	  of	  wind.	  I	  
wanted	  the	  audience	  to	  be	  drawn	  into	  a	  conversation	  about	  the	  relationship	  between	  this	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Chihuahua-­‐esque	  fence	  and	  the	  traditional	  and	  previously	  successful	  purpose	  of	  the	  castle	  
and	  its	  own	  defenses.	  I	  felt	  that	  the	  municipal	  fence	  had	  undermined	  the	  castle’s	  power	  –	  its	  
very	  architectural	  grandeur	  and	  purpose	  of	  being.	  The	  castle	  had	  been	  reassigned	  to	  the	  care	  of	  
a	  five-­‐foot	  fence,	  a	  mildly	  annoying	  barricade	  for	  something	  so	  grand,	  and	  thus	  I	  created	  
sound	  works	  that	  produced	  an	  equally	  inconsequential,	  yet	  annoying,	  beep.	  The	  use	  of	  the	  
wind,	  as	  activator	  of	  the	  artworks,	  was	  a	  way	  to	  make	  a	  connection,	  an	  echo,	  between	  the	  
castle’s	  heyday	  and	  now.	  The	  wind	  was	  as	  much	  a	  vital	  force	  dancing	  on	  walls	  of	  the	  castle	  
then	  as	  it	  was	  in	  this	  contemporary	  setting.	  
	  
The	  sound,	  generated	  by	  this	  interplay	  of	  the	  wind	  on	  the	  work,	  emulated	  my	  
representation	  of	  the	  sonic	  quality,	  (the	  sonic	  personality,	  of	  the	  fence).	  The	  sound	  output	  
was	  designed	  to	  stand	  in	  contrast	  to	  the	  imagined	  booming	  visual	  and	  sonic	  presence	  of	  the	  
original	  castle	  walls.	  The	  work,	  of	  course,	  only	  functions	  successfully	  when	  it	  is	  read	  within	  
the	  context	  of	  the	  site;	  the	  site	  generates	  the	  rhetoric	  in	  which	  the	  work	  can	  be	  understood.	  
	  
At	  the	  time,	  and	  without	  really	  understanding	  or	  being	  aware	  of	  the	  wider	  art	  worlds	  
challenges	  relating	  to	  the	  inception	  of	  what	  I	  now	  term,	  throughout	  this	  thesis,	  as	  
Digital/New	  Media	  art,	  my	  colleagues	  and	  I	  were	  actively	  seeking	  alternative	  sites	  of	  display.	  
We	  were	  producing	  work	  that	  was	  interested	  in	  generating	  discourse	  about	  the	  world	  
around	  itself	  rather	  than	  sitting,	  separated	  from	  this	  world,	  in	  a	  gallery	  context.	  We	  were	  also	  
consciously	  leveraging	  off	  of	  the	  roles	  of	  the	  art	  world	  and	  co-­‐opting	  the	  strategies	  of	  previous	  
‘outsider’	  artists	  to	  get	  our	  work	  seen.	  Though	  with	  one	  variance	  -­‐	  rather	  than	  generating	  
new	  ‘separate’	  sites	  (new	  galleries)	  away	  from	  the	  world,	  we	  were	  interested	  in	  generating	  
sites	  of	  display	  in	  and	  of	  the	  world.	  As	  a	  group,	  we	  utilised	  the	  process	  of	  exhibition	  and	  
display	  –	  the	  creation	  of	  publications	  and	  the	  curatorship	  of	  the	  events	  to	  frame	  what	  we	  
were	  doing	  as	  legitimate	  art	  practice.	  These	  ‘new’	  projects	  utilised	  the	  authority	  of	  the	  Art	  
School	  as	  validator	  of	  our	  activities	  as	  students	  within	  the	  art	  school	  canon.	  Interestingly	  all	  
the	  members	  of	  this	  group	  were	  creating	  works	  that,	  in	  hindsight,	  can	  be	  termed	  as	  
Digital/New	  Media	  practice.	  We	  all	  had	  very	  different	  practices	  and	  interest	  drivers,	  with	  
one	  cohesive	  element	  that	  held	  our	  practices	  and	  exhibitions	  together	  –	  the	  site	  as	  context	  
and	  context	  as	  meaning	  activator.	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It	  was	  through	  these	  projects	  that	  I	  started	  to	  build	  a	  relationship	  in	  my	  practice	  between	  
site,	  work	  and	  audience.	  When	  I	  re-­‐engaged	  with	  my	  practice	  as	  a	  student	  returning	  to	  arts	  
school	  in	  2003,	  I	  picked	  up	  these	  threads	  again.	  My	  practice	  (both	  art	  making	  and	  curating)	  
sought	  to	  articulate	  this	  continuing	  line	  of	  enquiry	  regarding	  the	  making	  and	  viewing	  of	  art	  
(authorship,	  co-­‐authorship)	  and	  the	  site	  as	  context	  and	  meaning	  activator.	  Although	  these	  
investigations	  articulated	  via	  a	  range	  of	  ideas	  and	  lenses	  the	  kernel	  of	  the	  works	  remained	  
locked	  to	  these	  principle	  concerns.	  PoP,	  2004	  is	  an	  example	  of	  these	  interests	  articulated.	  
Combining	  physical	  and	  electronic	  systems	  of	  engagement	  and	  transmission	  (Telematic	  
interactivity)	  PoP	  blurred	  the	  edges	  and	  roles	  of	  the	  artists,	  the	  audience	  and	  the	  site.	  As	  
Ascott	  discusses	  in	  On	  Networking:	  
	  
“The	  viewer	  becomes	  the	  participant	  in	  the	  creative	  system	  either	  by	  making	  
choices	  …	  by	  effecting	  the	  configuration	  of	  environments	  or	  sounds	  by	  his	  or	  her	  
presence	  or	  by	  actually	  interacting	  with	  others	  in	  the	  creation	  ….This	  suggests	  
new	  responsibilities	  for	  both	  artist	  and	  viewer,	  as	  well	  as	  new	  possibilities	  of	  
creative	  activity,	  and	  it	  certainly	  means	  that	  the	  relationship	  between	  artists	  and	  
public	  has	  changed	  and	  that	  the	  boundaries	  between	  them	  are	  diffused”	  (Ascott,	  
1988b,	  p.231).	  
	  
PoP	  was	  intentionally	  elusive	  in	  its	  location	  (with	  an	  element	  of	  the	  work	  inside	  and	  outside	  
the	  exhibition	  space),	  and	  as	  an	  artwork	  it	  attempted	  to	  reframe	  notions	  of	  authorship,	  co-­‐
authorship	  and	  the	  making	  and	  viewing	  of	  artwork.	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PoP	  asked	  questions	  such	  as:	  did	  the	  work	  exist	  if	  no	  one	  was	  activating	  the	  sound	  
component	  inside	  the	  gallery?	  Was	  the	  artwork	  the	  objects,	  the	  interaction,	  the	  sound	  
generated	  and	  captured	  or	  the	  graveyard	  and	  memory	  that	  was	  left	  behind?	  Such	  esoteric	  
questions	  come	  to	  the	  fore	  when	  the	  artwork	  is	  situated	  in	  the	  gallery	  context.	  Removed	  
from	  the	  everyday	  world,	  the	  gallery	  and	  its	  history,	  the	  canon	  of	  modernist	  art	  and	  art	  
history's	  self-­‐referential	  questioning	  and	  interrogation,	  gives	  validation	  and	  context	  to	  such	  
questions	  and	  concerns	  (Collings,	  2000,	  pp.	  31-­‐35	  ).	  As	  Igor	  Zabel	  wrote	  in	  The	  Return	  of	  the	  
Top	  left:	  Figure	  1.3.	  PoP,	  2004,	  installation	  shot	  –	  inside	  gallery.	  Top	  right:	  Figure	  1.4.	  PoP,	  2004,	  installation	  
shot	  –	  outside	  gallery.	  Bottom:	  Figure	  1.5.	  PoP,	  2004,	  installation	  shot	  –	  post	  opening	  event.	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White	  Cube	  “to	  exhibit	  in	  it	  means,	  directly	  or	  indirectly,	  to	  allude	  to	  modernist	  concepts”	  
(Zabel,	  2003,	  p.	  26).	  
	  
However,	  my	  practice	  is	  not	  one	  or	  the	  other,	  but	  rather	  it	  started	  to	  straddle	  the	  two	  
conceptual	  spaces	  of	  the	  gallery	  and	  the	  world.	  Seeking	  to	  both	  “to	  break	  out	  of	  the	  white	  
gallery	  space	  and	  enter,	  as	  directly	  as	  possible,	  a	  wide	  diversity	  of	  situation	  and	  contexts”	  
(Zabel,	  2003,	  p.	  18)	  as	  well	  as	  leverage	  off	  of	  the	  characteristics	  of	  the	  white	  exhibition	  space	  
that	  implicitly	  (or	  explicitly)	  is	  a	  discussion	  about	  modernist	  art	  (Zabel,	  2003,	  p.	  25).	  As	  part	  
of	  the	  growth	  of	  my	  practice,	  I	  started	  to	  collaborate	  as	  a	  way	  of	  blurring	  those	  edges	  of	  
authorship	  and	  the	  roles	  and	  skills	  of	  art	  making.	  This	  took	  the	  form	  of	  the	  collaborative	  
banner	  DavisThomas.	  The	  collaboration	  works	  because	  we	  have	  an	  equal	  interest	  in	  site	  as	  
context	  and	  meaning	  activator;	  be	  that	  the	  world	  or	  the	  gallery.	  This	  interest	  has	  enabled	  
both	  a	  public	  art	  stream	  and	  gallery	  stream	  within	  our	  practice.	  The	  public	  art	  stream	  started	  
with	  Surge	  (2006-­‐07)	  and	  has	  continued	  to	  the	  latest	  commission	  Gasworks	  (2013-­‐14).	  The	  
artworks	  are	  relevant	  and	  responsive	  to	  their	  site.	  They	  draw	  on	  the	  location	  (both	  physical	  
and	  social)	  to	  generate	  the	  context	  and	  subsequent	  meaning	  between	  the	  audience,	  the	  
work	  and	  the	  site	  (McIver,	  n.d.).	  Each	  commission	  does	  this	  through	  a	  variety	  of	  strategies.	  
In	  the	  case	  of	  Drift	  2007,	  the	  work’s	  intention	  is	  to	  draw	  the	  audiences’	  awareness	  to	  the	  
omnipresent	  elements	  of	  the	  location.	  Located	  on	  a	  newly	  built	  man-­‐made	  lake	  in	  the	  heart	  of	  
a	  redevelopment	  site	  Drift	  honed	  ones	  attention	  to	  the	  ancient	  interplay	  of	  the	  elements	  of	  
wind,	  light	  and	  water,	  as	  they	  literally	  breathed	  life	  into	  the	  newly	  created	  and	  somewhat	  
artificial	  location.	  Made	  from	  mirrored	  stainless	  steel,	  and	  floating	  in	  a	  neutral	  state	  of	  
buoyancy	  Drift	  captures	  and	  draws	  this	  ancient	  elemental	  dance	  into	  the	  world	  of	  people.	  
Without	  the	  lake	  surface,	  to	  act	  as	  the	  context	  and	  activator,	  there	  is	  no	  artwork.	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These	  large,	  static	  and	  cumbersome	  stainless	  mirror	  forms	  are	  without	  meaning	  or	  purpose	  
until	  they	  are	  set	  a-­‐drift	  across	  the	  surface	  of	  the	  water.	  Buoyed	  by	  the	  viscosity	  of	  the	  
water,	  propelled	  by	  the	  wind	  and	  ignited	  by	  the	  sun	  and	  moonlight,	  Drift	  comes	  to	  life.	  
	  
	  
SITE-­‐RESPONSIVE	  CURATORIAL	  PRACTICE	  
	  
Similarly,	  when	  I	  re-­‐activated	  my	  creative	  practice	  (early	  2000s)	  I	  also	  started	  to	  curate	  
again.	  One	  of	  my	  earliest	  curatorial	  projects	  was	  SCOPIC	  2004.	  Scopic	  was	  a	  co-­‐curated	  
exhibition	  (curated	  with	  Simone	  Jones)	  that	  situated	  a	  number	  of	  video	  and	  sound	  artworks	  
throughout	  one	  of	  the	  Creative	  Industries	  Precinct’s	  buildings.	  Simone	  was	  interested	  in	  the	  
classical	  questions	  of	  seeing	  and	  the	  act	  of	  viewing	  an	  artwork,	  whereas	  I	  was,	  covertly,	  
interested	  in	  how	  placement	  of	  artworks	  might	  open	  up	  new	  layers	  of	  meaning.	  Meaning	  
Left:	  Figure	  1.6	  Drift,	  2006–07,	  installation	  shot.	  Right:	  Figure	  1.7	  Drift,	  2006–07,	  installation	  shot.	  	  
Figure	  1.8	  Drift,	  2006–07,	  installation	  shot.	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brought	  to	  the	  work	  by	  the	  reframing	  of	  these	  artworks	  out	  of	  the	  traditional	  gallery	  setting	  
and	  the	  audience	  viewing	  the	  works	  with	  their	  personal	  lens	  of	  knowledge	  and	  experience.	  
Just	  as	  I	  utilised	  location	  as	  context	  and	  in	  effect	  the	  activator	  of	  meaning	  in	  my	  practice,	  I	  
was	  interested	  in	  discovering	  the	  impact	  of	  such	  an	  activity	  as	  a	  curator	  of	  other	  works.	  Did	  
different	  contexts	  give	  audiences	  the	  opportunity	  to	  read	  the	  work	  through	  their	  own	  
personal	  lens?	  Relating	  to	  each	  work,	  by	  drawing	  on	  their	  personal	  plethora	  of	  iconography	  
and	  contextual	  connections	  to	  make	  meaning?	  By	  displaying	  the	  artworks	  of	  this	  exhibition	  
in	  various	  types	  of	  locations,	  and	  physical	  situations	  that	  set	  up	  different	  physical	  viewing	  
scenarios,	  I	  hoped	  to	  send	  the	  audience	  on	  both	  a	  physical	  and	  internal	  journey	  of	  discovery.	  
One	  of	  the	  highlights	  of	  this	  show	  was	  a	  work	  by	  Luke	  Jaaniste.	  His	  untitled	  sound	  work	  was	  
located	  in	  a	  concrete	  underground	  car	  park.	  The	  work	  explored	  and	  revealed	  the	  sonic	  
qualities	  of	  the	  car	  park;	  qualities	  that	  were	  generated	  by	  the	  design	  and	  materials	  used	  to	  
build	  it,	  and	  now	  repurposed	  as	  a	  sound	  chamber	  for	  a	  cultural	  intervention.	  The	  revelation	  
of	  this	  space	  was	  orchestrated	  through	  the	  composition	  of	  a	  palette	  of	  sounds	  generated	  via	  
the	  everyday	  use	  of	  such	  spaces.	  
	  
Displaying	  the	  work	  in	  the	  car	  park	  was	  essential	  to	  the	  success	  of	  the	  work.	  Jaaniste	  relied	  
heavily	  on	  the	  viewing	  context	  to	  create	  the	  framework	  by	  which	  the	  work	  could	  be	  
navigated.	  Of	  course,	  this	  approach	  connected	  to	  my	  own	  practice	  and	  allowed	  me	  to	  
investigate	  those	  curatorial	  questions	  as	  outlined	  above.	  Through	  a	  collaborative	  process	  
with	  artist	  and	  curator,	  the	  final	  installation	  personified	  both	  my	  enquiries	  and	  that	  of	  the	  
curatorial	  premise	  of	  the	  show.	  The	  linkage	  between	  the	  curators’	  interests	  was	  in	  the	  
drawing	  attention	  to	  the	  presumptive	  position	  of	  all	  good	  art	  going	  audiences.	  By	  choosing	  a	  
work	  that	  disrupted	  the	  idea	  of	  viewing	  as	  an	  ocular	  experience,	  we	  started	  to	  expose	  some	  
of	  the	  art	  gallery	  norms.	  Firstly	  that	  art	  is	  material,	  and	  that	  the	  act	  of	  seeing	  is	  literal	  –	  
ocular,	  and	  secondly	  that	  the	  meaning	  of	  art	  resides	  in	  the	  object	  itself,	  waiting	  to	  broadcast	  
its	  meaning	  to	  the	  receptive	  audience.	  Jaaniste’s	  work	  problematised	  these	  ideas	  by	  creating	  
an	  ambiguity	  in	  both	  what	  and	  where	  the	  artwork/art	  object	  was,	  and	  blurring	  the	  
relationship	  of	  the	  artist,	  the	  production	  of	  art	  and	  the	  audience.	  When	  faced	  with	  a	  near	  
empty	  car	  park,	  one	  car	  and	  an	  omnipresent	  soundscape,	  audience	  members	  are	  thrown	  
back	  upon	  their	  own	  thoughts	  and	  internalised	  dialogues	  to	  make	  sense	  of	  what	  we	  are	  
involved	  in.	  We	  are	  obliged	  to	  start	  conjuring	  up	  our	  own	  linkages	  and	  meanings	  in	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association	  to	  the	  site	  and	  sounds	  we	  find	  ourselves	  with.	  Such	  works	  encapsulated	  the	  
circumstances	  of	  exhibition	  and	  engagement	  that	  I	  wished	  to	  explore.	  Through	  observation	  
of	  this	  exhibition	  event,	  (a	  one	  night	  show)	  I	  realised	  that	  the	  aspects	  of	  my	  practice	  that	  
interested	  me	  as	  an	  artist	  could	  and	  did	  meaningfully	  flow	  across	  into	  a	  practice	  of	  
curatorship.	  Aspects	  and	  notions	  such	  as:	  
	  
1. Co-­‐creation	  and	  authorship;	  
2. The	  transitory	  and	  illusive	  artwork,	  where	  the	  audiences’	  actions	  and	  memories	  are	  
the	  work;	  and	  
3. Context	  as	  meaning	  activator	  –	  including	  in	  and	  out	  of	  the	  gallery	  space.	  
	  
I	  have	  used	  this	  exhibition	  as	  an	  example	  as	  it	  is	  my	  first	  Digital/New	  Media	  show,	  and	  it	  
demonstrates	  the	  connection	  between	  my	  artistic	  practice	  and	  curatorial	  practice.	  
Additionally	  this	  show	  illustrates	  my	  interest	  in	  creating	  and	  engaging	  in	  non-­‐conventional	  
sites.	  Something	  that	  allowed	  me,	  to	  happily,	  take	  on	  The	  Block	  and	  CIP	  in	  subsequent	  years	  
and	  creating	  a	  non-­‐exhibition	  centric	  programming	  model.	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QUT Art Museum www.artmuseum.qut.com | Gardens Theatre www.gardenstheatre.qut.com | Old Government House www.ogh.qut.edu.au  
Creative Industries Precinct | The Block | The Loft | The Parade Ground www.ciprecinct.qut.com 
















Exhibition!! Attendance!2010! Attendance!2009! Difference!!
SHAPE!! 803! 385! +418!
Exhibition!#2! 391!! 320! +71!
Exhibition!#3!! 1056! 626! +430!
Exhibition!#4! 160! 624! Y464!
Exhibition!#5! N/A! 433![Brisbane!festival]!! Y433!
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The Block Exhibition Annual Report 
 
Overall Exhibition Attendee Numbers 
2011 2012 2013 Difference 















Shape 1011 848 -163 -16%                                                                                        601 1449
Exhibition #2 393 206 -187 -47% 426 632 
Exhibition #3 513 313 -200 - 39% 98 411 
Exhibition #4 175 246 +71 +41% 447 693 
DAP #1  256  37 293 
DAP #2  338  18 357 
Touring 9962 TBC    
 
2013 Exhibition Overview 









Shape: 7UP 848 11 601 18 
Datascape 206 21 426 17 
The Games of Art 313 4 98 5 
Sans Faute 246 16 447 10 
Digital Associates Program 
Bonemap – Nerve Engine 256 2 37 
Lyndall Milani - Tangent 338 2 19 
Postgraduate Exhibitions 
Chris Handran (PHD)  125 0 0 
Anita Holtsclaw (PHD) 116 2 16 
Glenda Hobdel (Masters) 85 0 0 
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Creative Industries Precinct: Annual Public Programs Report 2013 
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2011& 2012& 2013& 2012>13&Comparison&
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Exhibition Dates: 4th - 21st May
Total attendance for Remoteness 391
13
Tue 3 May Artist/Curator’s  Talk 35
Thursday 19 May Tour 10
Thu 5 May Here  and  There  Teacher’s  Workshop 15
Thu 5 May Here and There Lab 25
Wed 11 May Here and There Lab 56
Thurs 12 May Here and There Lab 30
Mon 16 May Here and There Lab 40
Mon 23 May Here and There Lab 28
Mon 30 May Here and There Lab 29
268
8
School tours held in conjunction with: Remoteness
# attendees











From a sample of: 223 visitors
Age Persons













Had a fantastic use of space - from sweeping walls of videos to intimate screens - well done!




I was sceptical at first but by the end I was totally engaged. Bravo, well done (Julia Jenkins)
International?? A bit banal - Anthea O'Brian
Needs more Matthew Perkins and Johanna Billings
Nice and different from the past. It was like entering a ghost house + scary feeling. I enjoy it
Show Attendant Comments
"A few older patrons came through today and expressed lots of interest in who runs and created the exhibition.
Seemed content and interested and spent some time wandering around."
"Pretty quiet today...a few stayed for over 20 minutes, looking through all the work."
Summary of Observations:
> Different attendant reported particular interest in Matthew Perkins work
> Expressed slow days on weekends
> Noted that if campus traffic was slow, the exhibition numbers reflected this
> Lots of impromptu QUT led tours (at least 4 or 5 days work)
> Noted that if campus traffic was slow, the exhibition numbers reflected this
> Found that unless shows were on at La Boite or Loft, attendance was low after 5ish.
> In the second week of the exhibition, alot of students (mostly young men) came into to play with Prayer Drums - a few spent time
chatting to eachother about it, then moved onto other works (mostly interested in Brian O'Reilly's work etc)
> Lots of people talking about the space and use of space in The Block





Total school group attendance 





Total public program attendance 
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From a sample of: 25 visitors
Segment Persons
Student 15





As this project was a development iteration a very focussed invite list was used that targeted students and industry professionals that 
Sydney Theatre Company  Education Co-ordinator was Toni Murphy - Thought the performance was great, does not fully comprehend 
how the new media aspect functions but is excited to see how the work progresses. Had not seen anything else like it and will be back to 
view the nest stage of the work.
George Meijer - Technical Production Coordination - Though that it was the best use of loft space that he had seen in regards to the 
design of the show and the visual elements. Was very impressed with the whole production and got chills when viewing the performance.
Brad Hasemen - was disappointed with the theatre aspect of the project and commented that it showed a lack of understanding of the 
history and conventions of theatre along with recent developments in the discipline. 
Diane Eden - Report on Virtual Macbeth Project 2011.
There was extensive preparation offered to the actors by Kerreen.  Her management of the project was thorough and the students were 
looked after well.    They had recently come out of a very busy performing year and their focus was somewhat split.  
Challenges: all the work was  useful to students of acting however, I observed that they went on a very difficult voyage.   They had to 
face what was a very big contradiction for them: the combination of a strong directorial style in the physical performance area and  their 
new understanding of what constitutes emotional truth.
Now, I am not clear myself about how this issue is best resolved because something so innovative  and which was an emerging product 
for all concerned, needs must remain somewhat of a mystery.  However  I believe that Kerreen and Andrew would have been better 
pleased with their project had they been able to engage experienced professional actors.
One of the actors seemed to find the experience difficult.  Because she went overseas immediately after the performance and is still 
there, I have not been able to speak to her about her experience. The two male actors seemed to respond very well and were happy with 
their work: indeed they enjoyed the collaboration.






Point & Click (AKA GEN I) Generation Y 
Generation X Boomer 
60% 16% 
24% 
Student QUT Faculty Staff Other/Unknown 
Virtual Macbeth Exhibition Report
Exhibition Dates: 1 - 2 December
Total attendance for Virtual Macbeth 70
2
Preview held date: 1st December
Total attendance for opening night of Virtual Macbeth 40
Speaker(s) As part of the formal question and 






Public programs held  in conjunction with: Virtual Macbeth
# attendees
1st December School, QUT staff and students preview 40





School tours held in conjunction with: Virtual Macbeth
# attendees
1st December 3:30 - 5pm
Queensland Academy of Creative 













From a sample of: 25 visitors
Age Persons
This work was presented as two performances. The first preview performance was targeted at students and QUT staff, the 
second was focussed on invited industry attendees.
QACI were specifically targeted for this preview performance to generate interest and act as a scaffolding introduction for the special 
project to be held in conjunction with the second iteration to be held in the Block in 2012. Numbers of attendees were less then expected 
but can be attributed to school holidays. There has been an early indication that 16 students will be involved in the special project next 
year. Feedback from the students and Glenda Hobdell (QACI Visual Art Teacher) was positive, they found the performance to be 
interesting and were looking forward to see how it would develop for the Block exhibition.
The question and answer session was initially organised to facilitate engagement with attending school students who would be involved in 
the coinciding Virtual Macbeth public programs in 2012. All attendants stayed for this session which ran for roughly 30mins. The Virtual 
Macbeth creative directors and actors fielded questions from students, QUT faculty and the public. Discussion was focussed on the 
process involved in creating the work, the aesthetic and conceptual logic of the virtual component of the piece, the exploration of text 





Total school group attendance 
Total number of school tours held in conjunction with exhibition
Average size of school group
Date 
Total public program attendance 
Total number of public programs held in conjunction with exhibition
ATTENDANCE 
Number of Sessions
PREVIEW PERFORMANCE (With Q & A Session)
PUBLIC PERFROMANCE BREAKDOWN






Point & Click (AKA GEN I) Generation Y 
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From a sample of: 358 visitors
Age Persons






There are some things that I just don’t understand in this world. This was one of them. I thoroughly enjoyed it.
Was scary, intriguing, confusing, visually stimulating and quite disturbing (in a good way)
Was interesting that you had to interpret each room in your own way. The sounds and the way things moved manipulated how you felt.
The idea of interaction is great. Similar to Brecht's idea of stepping out of a passive view and becoming a part of what's going on. 
Was amazing, it really captivates the morals and ideas about Macbeth and broadened my understanding. It was great.
Was very good and entertaining, it game me a lotto think about and I loved how it included everyone
Had fantastic atmosphere, the soundscapes were especially brilliant. Magnificent.
Pushes the Shakespearian boundaries! Wouldn’t expect anything less from Lubi & the crew. Will be coming back.
Its great! It forces people to interact.
Show Attendant Comments
Was raining for certain periods
Not many people interested in filling in comment cards
People loved the shadow projection piece and had fun putting on shows for each other
Visitor question often asked "Do we just walk in?"
A small group of people cam in to inspect the Block for a future event
Visitor questions: Is it interactive, when does the exhibition close, what is this exhibition?
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Exhibition Dates: 16 - 26th April
Exhibition Attendance (non program related) 206
Total public program/school tour attendance 632
8
Average Per Session 79
** Due to the Anzac Public Holiday Datascape was closed on Thursday 25th of April
Opening held date:
Total attendance for opening night of Datascape 80
Speaker(s) Lubi Thomas (MC)
Jon McCormack




Essay written by artist and theorist Jon McCormack
Public programs held  in conjunction with: Datascape
Date PP Type Details # attendees
17 April 2012 Data Visualisation Lab ABC2 - St. Columbian's College 25
17 April 2012 Datascape Curatorial Tour Datascape 25
17 April 2012 Datascape Curatorial Tour Datascape 25
17 April 2012 Data Visualisation Lab ABC2 - St. Columbian's College 25
17 April 2012 Panel Discussion Reading Room PP stream/Datascape 21
18 April 2012 Datascape Curatorial Tour Datascape 25
18 April 2012 Data Visualisation Lab ABC2 - Kilcoy 25
18 April 2012 Data Visualisation Lab ABC2 - Teacher's PD 5





19 April 2013 Mitchell Whitelaw Masterclass - Architecture students Datascape 12
19 April 2013 Tega Brain - Artist Talk Datascape 30
20 April 2012
LAB 2: Queensland Academies Young 
Scholars Young Scholars 19
20 April 2012
Tour: Datascape - QLD Academies Young 
Scholars Young Scholars 19
20 April 2012
LAB 2: Queensland Academies Young 
Scholars Young Scholars 20
20 April 2012
Tour: Datascape - QLD Academies Young 
Scholars Young Scholars 20
23 April 2012 Curatorial Tour of Datascape QACI special project 13
24 April 2013 Curatorial Tour for staff members Datascape 6
24 April 2012 Tour(of(Datascape KGSC(Digital(Curating(Masterclass( 8
26 April 2012 Datascape Curatorial Tour Datascape 28




Continuing with 2013's focus on including performances within each opening event, Donna Hewitt was invited to perform during the opening of Datascape on the eMic. The eMic is designed as a 
means to extend the voice in performance via electronic processing technologies. It's use of processing live movement data into a sound output strongly aligned with the conceptual themes of the 
exhibition. The performance which included accompanying dancers Lizzie and Zaimon Vilmanis, went for 20 minutes and was very successful in augmenting the show's content and providing relevant 




Thursday 18th October, 6 - 8 pm
PUBLIC PROGRAMS
Total public program attendance 
Total number of public programs held in conjunction with exhibition
Average public program attendance
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EXHIBITION	  CRITERIA	  –	  VIRTUAL	  MACBETH	  (SECOND	  ITERATION)	  2012	  
	  
Exhibition	  check	  sheet	  2012	  program	  
	  
Show	  title:	   Virtual	  MacBeth	  	  
Date:	  	   24th	  April	  –	  5th	  May	  2012	  	  
	  
Overview:	  	   	  
“We	  will	  be	  creating	  our	  own	  narrative	  path	  through	  the	  text,	  following	  these	  tropes	  of	  duality,	  but	  at	  the	  same	  time,	  we	  
are	  determined	  to	  respect	  the	  language	  of	  the	  play,	  and	  within	  this	  find	  inspiration	  for	  both	  linguistic	  and	  poetic	  
inspirations”	  Kerreen	  Ely-­‐Harper	  &	  Andrew	  Burrell	  
The	  exhibition	  in	  the	  block	  is	  the	  second	  iteration	  of	  an	  experimental	  project	  that	  investigates	  the	  interstice	  space	  &	  the	  
bridging	  of,	  (or	  maybe	  the	  working	  within)	  between	  the	  physical	  and	  real	  world	  within	  the	  performance	  framework.	  This	  
exhibition	  is	  a	  continuation	  of	  this	  investigation	  as	  the	  creative	  team	  bring	  their	  findings	  and	  knowledge	  from	  the	  2wk	  
loft	  based	  project	  –	  Nov	  2012	  into	  the	  dynamics	  of	  the	  exhibition	  framework.	  The	  blurring	  of	  the	  exhibition	  site	  and	  the	  
performative	  is	  emerging	  as	  a	  key	  discourses	  within	  digital	  media	  curatorship,	  and	  therefore	  is	  of	  interest	  to	  us.	  This	  
exhibition	  will	  also	  be	  our	  2012	  QACI	  Special	  project;	  engaging	  the	  students	  in	  an	  interactive,	  experimental	  &	  
performative	  exhibition	  space.	  We	  will	  also	  be	  offering	  up	  1	  off	  drama	  related	  workshops	  for	  both	  our	  partnership	  high	  
schools	  &	  wider	  school	  network	  
	  
Target	  	   YES	  	   NO	  	   Comments	  	  
Relevant	  to	  teaching	  areas	  of	  either	  
QUT/KGSC/QACI	  
X	   	   This	  project	  is	  working	  with	  QUT	  Drama	  3rd	  students	  as	  a	  
integral	  part	  of	  the	  presentation.	  	  The	  curatorial	  
discourse	  this	  exhibition	  brings	  to	  the	  table	  is	  relevant	  to	  
the	  number	  of	  Vis	  Art	  and	  CI	  courses.	  	  
Relevant	  to	  local	  community	   	   	   	  
Research	  and	  Innovation	  -­‐	  
Experimental/transformative	  or	  
progressive	  work/exhibition	  [either	  
through	  media	  usage/	  presentation	  or	  
concept]	  
X	   	   This	  is	  a	  experimental	  digitally	  embedded	  project	  that	  
was	  specifically	  directed	  to	  our	  door	  by	  the	  Australia	  
Council,	  who	  recognise	  us	  as	  both	  a	  uniquely	  digital	  
location	  and	  capable	  curatorial	  team	  	  	  
Work	  that	  needs	  the	  block	  space	  [i.e.	  
contagion]	  and	  showcases	  the	  blocks	  
capacities	  
X	   	   Embedded	  in	  digital	  interactivity	  and	  presenting	  in	  both	  
the	  digital	  and	  physical	  space	  –	  this	  exhibition	  will	  
showcase	  the	  block’s	  capabilities	  –	  see	  comment	  above.	  	  
National	  or	  international	  Premier	  of	  work/s	  	   X	   	   This	  work	  will	  be	  a	  national	  and	  international	  premier.	  In	  
recognition	  of	  our	  digital	  knowledge	  and	  capability	  OZCO	  
directed	  this	  project	  to	  us	  as	  the	  only	  site	  capable	  of	  
such	  a	  project.	  	  
Touring	  opportunities	  	   	   	   	  
Partnership	  opportunities:	  
Faculty/state/national	  and	  international	  
X	   	   New	  partnership	  development	  between	  CIP	  and	  Drama	  
within	  this	  experimental	  hybrid	  space.	  	  QACI	  –	  Special	  
Project	  	  
Profile	  building	  for	  QUT	  precincts	  and	  the	  
CI	  spaces	  
X	   	   The	  drama	  aspect	  of	  this	  project	  gives	  us	  the	  opportunity	  
to	  engage	  with	  new	  audiences	  and	  public/education	  
programming	  participants.	  	  
Relevant	  to	  QUT	  reconciliation	  program	   	   X	   	  
Relevant	  to	  Digital	  collection	  development	   	   X	   	  
The	  Block	   Parer	  Place	   KGUV	   KG	  Public	  Art	   Other	  Location	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Green One Exhibition Report
Exhibition Dates: 24th April - 5th may




Total attendance for opening night of Making the Green One Red
Speaker(s) David Berthold (Creative Director LaBoite)
VIPs Wolfgang Kreuzer German Theatre Down Under 
Jason Klarwein Grin and Tonic Theatre Troupe
Noel Staunton Brisbane Festival
Athene Currie Education Queensland





Public programs held  in conjunction with: Making the Green One Red
# attendees
23-Apr-12 Exhibition)Tour Embodied Interactions (3rd year I&VD students) 15
24-Apr-12 Workshop Bundamba State Secondary College, Year 12 (GROUP 1) 33
24-Apr-12 Workshop Bundamba State Secondary College, Year 12 (GROUP 2) 26
24-Apr-12
Teacher's)Professional)










1-May-12 QACI)Special)Project)2 QACI)Year)11&12)Drama,)Music)&)Visual)Arts 9
2-May-12 QACI)Special)Project)3 QACI Year 11&12 Drama, Music & Visual Arts 9
3-May-12 QACI)Special)Project)4 QACI Year 11&12 Drama, Music & Visual Arts 10
4-May-12 QACI)Special)Project)5 QACI Year 11&12 Drama, Music & Visual Arts 9
4-May-12
QACI)Special)Project)F)





Thursday 26 July, 6:00-8:00pm
The exhibition period was one day short due to the public holiday. There were a number of bad whether days that may have had a negative 




The event was attended by two social photographers and featured in City News and Brisbane News
The opening event was organised to creatively engage with the exhibitions content. Catering included all red and green foods and we hired a frozen cocktail machine that 
served red and green cocktails - to keep with the Making the Green One Red theme. A one night only performance was also organised to enliven the opening night.
Total public program attendance 
Total number of public programs held in conjunction with exhibition
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From a sample of: 358 visitors
Age Persons






There are some things that I just don’t understand in this world. This was one of them. I thoroughly enjoyed it.
Was scary, intriguing, confusing, visually stimulating and quite disturbing (in a good way)
Was interesting that you had to interpret each room in your own way. The sounds and the way things moved manipulated how you felt.
The idea of interaction is great. Similar to Brecht's idea of stepping out of a passive view and becoming a part of what's going on. 
Was amazing, it really captivates the morals and ideas about Macbeth and broadened my understanding. It was great.
Was very good and entertaining, it game me a lotto think about and I loved how it included everyone
Had fantastic atmosphere, the soundscapes were especially brilliant. Magnificent.
Pushes the Shakespearian boundaries! Wouldn’t expect anything less from Lubi & the crew. Will be coming back.
Its great! It forces people to interact.
Show Attendant Comments
Was raining for certain periods
Not many people interested in filling in comment cards
People loved the shadow projection piece and had fun putting on shows for each other
Visitor question often asked "Do we just walk in?"
A small group of people cam in to inspect the Block for a future event
Visitor questions: Is it interactive, when does the exhibition close, what is this exhibition?
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Total Media for Exhibition 13
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Exhibition check sheet 2010 program: 
 
Show title  
 
 




Target  YES  NO  Comments  
Relevant to teaching areas of either 
QUT/KGSC/QACI 
   
Relevant to local community    
Research and Innovation - 
Experimental/transformative or progressive 
work/exhibition [either through media usage/ 
presentation or concept] 
   
Work that needs the block space [i.e. contagion] 
and showcases the blocks capacities 
   
National or international Premier of a work/s     
Touring opportunities     
Partnership opportunities: Faculty/state/national 
and international 
   
Profile building for QUT precincts and the CI 
spaces 
   
 
Relevant to QUT reconciliation program 
   
 
Relevant to Digital collection  
   
Relevant to public domain project    
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Exhibition check sheet 2012 program 
 
Show title:  
Date:   
 




Target  YES  NO  Comments  
Relevant to teaching areas of either 
QUT/KGSC/QACI 
   
Relevant to local wider publics     
Research and Innovation - 
Experimental/transformative or progressive 
work/exhibition [either through media 
usage/ presentation or concept] 
   
Work that needs the block space [i.e. 
contagion] and showcases the blocks 
capacities 
   
National or international Premier of a 
work/s  
   
Touring opportunities     
Partnership opportunities: 
Faculty/state/national and international 
   
Profile building for QUT precincts and the 
CI spaces 
   
Relevant to QUT reconciliation program    
Relevant to Digital collection development    
The Block Parer Place KGUV KG Public Art Other Location 
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Inspirational! ! ! !
Informative! ! ! !!
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Program) Yes)) No) Comment)
ABC! ! ! !
Lab! ! ! !
Workshop! ! ! !
Artist/!Curators!Talk! ! ! !
Symposium! ! ! !
Conference! ! ! !
Tour! ! ! !
Other! ! ! !
 
 
















































Program) Yes)) No) Comment)
ABC! ! ! !
Lab! ! ! !
Workshop! ! ! !
Artist/!Curators!Talk! ! ! !
Symposium! ! ! !
Conference! ! ! !
Tour! ! ! !
Other! ! ! !
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Creative	  Industries	  Precinct	  (CIP)	  Terms	  of	  Reference	  -­‐	  2013	  
The	  Terms	  of	  Reference	  are	  to	  determine	  the	  value	  proposition	  of	  each	  exhibition	  and	  associate	  
programming	  proposal.	  For	  an	  exhibition	  to	  be	  considered	  viable	  a	  number	  of	  the	  below	  criteria	  
objectives	  need	  to	  be	  identified.	  
	  
	  
The	  Terms	  of	  Reference	  are	  to	  determine	  the	  value	  proposition	  of	  each	  exhibition	  and	  associate	  
programming	  proposal.	  For	  an	  exhibition	  to	  be	  considered	  viable	  a	  number	  of	  the	  below	  criteria	  objectives	  
need	  to	  be	  identified.	  
	  
	   	  Exhibitions	  must	  identify	  and	  accommodate	  a	  number	  of	  CIP	  
target	  audiences.	  
	  
Identified	  Target	  Audiences:	  
	   • QUT	  CIF	  Faculty	  
	   • Wider	  QUT	  community	  
	   • QUT	  Student	  Body	  (exhibitions	  may	  target	  specific	  study	  areas,	  	  
courses,	  or	  groups	  within	  the	  entirety	  of	  the	  student	  cohort)	  
	   • Local	  primary	  and	  secondary	  schools	  KGSC	  &	  QACI	  (as	  per	  the	  	  
KGUV	  Strategy	  Plan)	  
	   • Wider	  secondary	  and	  primary	  schools	  
	   • Industry	  from	  relevant	  sectors	  
	  
Relevance	  to	  CIP’s	  Target	  
Audiences.	  
• Organisations	  and	  institutions	  partnerships	  
• Specific	  interest	  groups	  (such	  as	  new	  media	  artists/gamers)	  
	   • General	  Publics	  
	   • Remote	  Publics	  (web	  platform,	  app	  platforms	  etc)	  
	   	  
Be	  a	  part	  of	  a	  consistent	  ecology	  of	  relevant	  activity	  for	  the	  purpose	  	  
of	  ‘public	  good’	  and	  university	  experience	  enrichment.	  Connect	  to	  	  
the	  wider	  Creative	  Industries	  Precinct	  exhibitions	  or	  public	  programming	  	  
agenda	  (in	  connection	  with	  other	  Precinctspaces).	  Connect	  to	  faculty	  through	  
exhibiting	  research,	  student	  outcomes	  and	  developments	  (PHD	  Exhibition	  	  
stream),	  internships	  and	  support	  public	  program	  opportunities.	  
	  
	  Aim	  to	  establish	  and	  build	  
target	  audiences	  
Connect	  with	  new	  audiences	  or/and	  those	  that	  have	  not	  been	  targeted	  for	  	  
some	  time.	  Connect	  with	  remote	  audiences	  though	  online	  resources	  	  
(exhibition	  catalogues,	  education	  kits,	  online	  display	  platforms	  and	  touring	  
exhibition	  programs).	  
Inspirational	   	  
Providing	  access	  to	  significant,	  innovative,	  experimental	  and	  
stimulating	  artists	  and	  contemporary	  digital	  works	  and	  	  projects.	  Be	  a	  project	  	  
that	  needs	  the	  block	  capabilities	  for	  professional	  display.	  Support	  and	  inspire	  
emerging	  artists	  through	  exhibiting	  their	  work	  and	  providing	  accessible	  public	  




Present	  new	  information	  and	  ideas	  to	  the	  public	  pertaining	  to	  digital	  	  
art	  and	  hybrid	  media	  projects	  through	  a	  combination	  of	  traditional	  	  
and	  experimental	  strategies.	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APPENDIX	  4.13	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Month! Attendance!2010! Attendance!2009! Difference!!
February!! 135! 0! +135!
March! 160! 0! +160!
April!! 38! 104! \66!
May!! 56! 104! \48!
June! 95! 0! +95!
July! 91! 0! +91!
August! 88! 103! \15!
September! 175! 31! +144!
October! 0! 0! !
November! 200! 0! +200!
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APPENDIX	  4.15	  
	  
CURATORIAL	  FRAMEWORK	  –	  2012	  
	  
	  
QUT	  Precincts	  Curatorial	  Framework	  
	  
The	  exhibition	  program	  forms	  part	  of	  the	  outreach	  and	  engagement	  activities	  undertaken	  by	  
QUT	  Precincts.	  The	  exhibition	  program	  designed	  for	  a	  number	  of	  venues	  including,	  but	  not	  
restricted	  to	  the	  QUT	  Art	  Museum,	  the	  William	  Robinson	  Gallery	  and	  the	  Gardens	  Point	  
Precinct.	  At	  the	  Kelvin	  Grove	  Campus	  venues	  include	  the	  Block,	  and	  public	  art	  spaces	  at	  the	  
Creative	  Industries	  Precinct.	  
	  




Contribute	  to	  the	  learning	  and	  teaching	  and	  research	  agendas	  of	  the	  




• Showcasing	  art	  works	  from	  the	  QUT	  Art	  Collection;	  
• Engaging	  with	  the	  University	  and	  external	  community;	  
• Researching	  and	  publishing	  in	  the	  areas	  of	  contemporary	  Australian	  art	  and	  digital	  
media;	  
• Fostering	  partnerships	  with	  national	  and	  international	  organisations	  and	  individuals	  
of	  standing	  
• Supporting	  and	  showcasing	  outstanding	  postgraduate	  students	  and	  alumni;	  
• Supporting	  projects	  that	  contribute	  to	  new	  research	  in	  areas	  of	  the	  university’s	  
agreed	  strength	  and	  concentration;	  
• Contribute	  to	  current	  local,	  national	  and	  international	  contemporary	  art	  and	  digital	  




The	  Executive	  Director,	  QUT	  Precincts	  in	  consultation	  with	  the	  Senior	  
Curators,	  oversees	  exhibition	  programming.	  
	  
Professor	  Susan	  Street	  
	  
Wednesday,	  May	  30,	  2012	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Creative Industries Precinct: Annual Public Programs Report 2012 
 
1 | P a g e  
 
Annual Public Programs Report Summary 
Compiled by Olivia Porgand (Curator of Public Programs) 
Thursday 11 December 2012 
 
Overall Public Program Attendee Numbers 
2010 2011 2012 2011-12 Comparison 
3378 4195 5514 +1391 (+33.16%) 
 
Upcoming 2013 Public Programs Overview 
Program 2013 Overview 
Game On  Annual programming structure will change to present three key events in 
2013 including a game-play weekend in March, a two-day symposium in 
August in conjunction with the Games of Art exhibition and the annual 48 
Hour Game Making Challenge in October.  
Fashion Talks  Fashion Talks will continue to enrich the learning experiences of QUT 
Fashion students in 2013 with a number of guest speakers and the 
annual Fashion SWAP event. 
Level at CIP The GIRRL public program stream will not continue as an ongoing series 
in 2013. In order to engage with this female arts audience CIP will 
collaborate with Level ARI to present four talks across the year and a 
Feminism & Art symposium in March. 
Mondo Motion Mondo Motion enjoyed a successful pilot season at CIP in 2012 and will 
present four programs in 2013 including screening events and guest 
speakers.  
Exhibition Public Programs ABC1 program will be presented in February 2013 and include a video 
mash-up lab at CIP. ABC2 program will be presented in April 2013 and 
include a data visualisation lab and tour of Datascape exhibition. QUT 
Equity is on board to continue subsidising ABC participation for QUT’s 
low-socio-economic school target groups.  
Kelvin Grove State College  Design School of Excellence program launches in 2013, as a major 
outcome of the partnership between QUT and KGSC. Students will 
undertake START programs at CIF.  
Community Outreach 
Programs 
Technology Takes You Anywhere event – discussions underway to host 
this at The Cube in July 2013.  
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  4.17	  
	  
EXCERPT	  FROM	  2013	  PUBLIC	  PROGRAMS	  REPORT	  –	  P.1	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APPENDIX	  5.2	  MACHINIMA	  2010	  	  
	  
The	  Machinima	  program	  combined	  the	  public	  exhibition	  at	  The	  Block	  with	  a	  number	  of	  other	  
activities.	  These	  included	  a	  range	  of	  activities	  connecting	  to	  our	  high	  school	  partners.	  
CUR8	  (2010-­‐2012)	  is	  a	  curatorial	  mentorship	  program	  for	  both	  the	  QUT	  Curatorial	  Intern	  
students	  and	  high	  school	  students.	  Working	  on	  the	  premise	  of	  leadership	  through	  sharing	  
and	  mentoring,	  CUR8	  offered	  the	  QUT	  Students	  the	  opportunity	  to	  share	  their	  knowledge	  
through	  supporting	  the	  high	  school	  students	  to	  engage	  with	  the	  practice	  of	  curatorship.	  
CUR8	  was	  framed	  in	  a	  professional	  applied	  research,	  real	  world	  context.	  Students	  developed	  
and	  delivered	  an	  exhibition	  into	  the	  QACI	  gallery	  and	  onto	  the	  Parer	  Place	  Projection	  Screens.	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Above:	  Figures	  5.59,	  5.60.	  CUR8	  team	  of	  QACI	  students	  working	  with	  QUT	  Curatorial	  Intern	  Elise	  Wilkinson,	  2010.	  Courtesy	  QUT	  Precincts	  and	  QACI.	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Additionally	  the	  program	  engaged	  internationally	  renowned	  Machinima	  artists	  
Friedrich	  Kirschner	  to	  work	  with	  the	  students	  on	  developing	  theory	  behind	  their	  practice,	  
















As	  a	  separated	  but	  equally	  important	  outcome,	  Machinima	  2010	  was	  the	  core	  project	  for	  
QUT	  Precincts	  Curatorial	  Intern	  and	  Masters	  Student,	  Michaela	  Hartland.	  
	  
Above:	  Figures	  5.61,	  5.62.	  QACI	  students	  Machinima	  Exhibition	  2010.	  Courtesy	  QUT	  Precincts	  and	  QACI.	  	  
Above	  left:	  Figure	  5.63.	  QACI	  students	  hothouse	  program	  with	  special	  guest	  Friedrich	  Kirschner.	  Courtesy	  QUT	  
Precincts	  and	  QACI.	  	  
Above	  right:	  Figure	  5.64.	  QACI	  student	  at	  The	  Block	  Machinima	  Exhibition	  2010.	  Courtesy	  QUT	  Precincts	  and	  QACI.	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